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"THE HINDI RITI TRADITION AND THE RASTKAPRIYA OF KESHAVADASA: *

. AN INTRODUCTORY REVIEW . )

i

{ of\Kgshavadasa pu

R
-

; ™ ’ . . -
" ~~.._ 1.1. The pqgsent]work* is an English translation of the Rastkapriya

Iished in the UNESCO Collection of Representative Wérks ~-

\\\iﬁdidn Series. The Rasikapriya, which was completed by its author in Samvat

ﬁénarsidass, 1972, V, cxity748 pp; with color plates...-Rg. 45,
, . g v TN

648 (roughly 1593 A.D.), is a work of con¥iderable importance in the riti
(a term used as a collective designation for a variety of trengs concerning

« poetic theory) school of the Hindi literary tradition.l ~Besidés the trans-
lation of the original téxt, this book conti&nd a note,on "What fhe Book

.1s About' and w ratBer lengthy "Introductiorf " In hié note on, "What  "the
Book is About," the translator describes the Rasikapriyd in the following -
terms: . . . -

. g P : ¢ - .

( ‘\}Keshavadasa wggte Rasikgpriya to provide entertainment to

such readers as wens interested id the poetry of love.

Love was considered ‘to_be a primary’emotion, not only by "

the poets of Keshava's time-but also by those who had . '

preceded him. Rasikapriya deals with love in all its ‘

varied aspects. The lover, portrayed in Keshava's book -

is Krisna and the b loved is Radha. 1In poetic langyage “

they are often c%}aed nayake—amwd-—nayika.
S

‘The book describes the different kinds of nayakas and
nayikas -~ their lovemaking, their moods, sentiments and
emotions, and illustrates these by vivid accounts of the
lovers in various situétions.‘ T~ '
- N ! S
This/ﬁ;;e ends with the observation that Y The Rasikapriya is a panegyric
on”love and a mine of entertainment. Above all, it is a book of pleasure,”‘—

-
+
L

The above-noted destription of the cortents of the Raéikpriy&,
as well as the translator's concluding remarks about it, are character-
istic of his viewpojimf abaut.this work;\hnd are grossly misleading.
The Rasikapriya is feithe designed to "provide entertainment' nor meant
to be a "book of pleasure!" 1It'is a work on poetic .theory written in the
style of the laksana-grantha genre of the Hindi riti schogl—l.

It seems to me that the translatér, though he has formed a very
valuable service by making a somewhat inaccessible w available in

i ded to the confusion

1 ndi litexary tradition
regardin Tt dd” the” Rasikaprija in particular.
"}§t of all it is necessary to bear
t oh. poetic theory of the rasika

t peculiar to the Hindi area of Northern

ind that the Rasikapriya is a ¢
genre of, love poetry, a. developm
India during the New Indojépy

YA, .I(KA
*The Rasikapriya’of. Kesha

’ ’ -
dasa, tr. K. P. Bahadur. Delhi: Motilal
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both in its s&irltual as well as mundane -aspects, develeed out of
devotional pogtry of the New Indo- Arvan period. This devotional poetry
was in turn based on the North Indian oral tradition of leve legends as
reflected in a variety of narratives wr1tten during the perlod There~
fore, for a prop appreciation of the contents of the Rasikapriya, it
is necessary for Qs to scan through various trends within the North Indian.
oral tradition of )ove legends, devotional poetry of the New Indo-Aryan
period, and finally'the poetry of the rasika genre z;l As far as I

a

know, the scholars of the Hindk literary tradition havé never followed

* through these interrelated historical dévelopments, Ath the result that
so little 1s known abdut ,them  Second, the work itself is written in the
style of the ,a/sa/a-qnpnuha genre, \Q _style characteristic of the works
of the scholar—poets of \the period. The historians of the Hindi 11terary

the/scholarly tradltlons and academic practices involved in the works ™
belonging to the la%3ana-grdntha genre of the riti school. These scholans
also be11eve that the H1nd1 P school was merely a duplication of\the.u’u

The other major segment of the Rook is its long 'Introduction”
which deals with: (i) 1nfluences, (i%) Yife, (iii) works and bommentators,
(iv) na@yata ‘and n2y21ka, (v) emotions,\ (vi) the kinds of poetry, (vid)
Radha and Xrisna (viii) Keshava, the artist, and (ix) conelugtons:
" Keshava's achievemént It is written An the traditional vein ‘and fails
to provide any answers to the.prohlems have mentioned above. \In wiew of

this sort of situation, it is negessdry to sort out the various aspects
.of the confu§10n regandlng the régyficho -of the Hindi literary traditiorf

of the cdntents of the Rasikapri 3a (sectlon 3), describes some of the
characterlstlcs of the.tradition of love narratives‘of the New Indo-
Aryan period which gave rise to the rasil:g genre of “love poetry (section
4), develop the contents of section.(4) with a view to characterize the
rasira genre of love poetry f the context of various trends of ‘devotional
poetry of the HiAdi area of Northérn India as presupposed by the Rasika-

DP’ga (sectlon 5), and then go ®n with an exposition of the contents of
+

[AFuiToxt Provided by ERIC
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the Rastkapriya as well as its character as a lgksama-grantha text on -«
the theory of poetry of the rusdka genre (section 6). - I will conclude
this review with an evaludtion of the translation and a brief discussion

of some other related matters (section 7).

N .

.

. 2.1. The prevailing view of the laksapa-grdantha works of the riti
//////school”of the Hindi literary tradition is that they merely duplicate or * .
\

restate, the tradition of poetic theory in Sanskrit in the regional lang- -
uages such as Braja and Rajasthani, etc.t The scholars whohold s 4{?;
\ T~ view also maintain that the poets of the ritt school, unlike the scholars
\ of Sanskrit poetic theory, did not go intO/éﬁy\systemagic/ofiginal dis-
cussion or devélopment of the theory.5 These scholafs also believe that
the 'scholar-poets (i.e., the 5carya-kavis,_3Mgesignation applied to-the
poets who wrote in the tradition of the lakgana-grantha genre ‘of the
riti school),, followed a model which essentially consisted of: (i) the -
basic conceptual framework of the Sanskrit poetic theory; (ii) the render-
ing 8f the basic conceptual framework inte regional languages be setting ,
up definitions of the key concepts by/translating or restating-the Sanskrig
originals; ‘and fin&lly (iii) illg;pféting’the various elements of the °
poetic-theory such#¥s Sabda-sakti dhwant, rasa, nayaka-nayika bheda,
alafkara, riti and gupa-dosa, e €., by means of exemplary verses composed
specifically for this purpose. . The works which follow tHis model are °
d according to the scope of their coverage as,fo}lows: . B
Compendious workﬁ/dgaling with various, toricepts of the
poetic theory/?xcludihg'%he topics dealt with in works
in c§tegdr%es,(ii) and (iii) below.

in the context of srmgara raba only.
. * / . N

. T o S IR
/ (iii) Works oeﬂtalgLng/ﬁg;:;:;::;; of herves and heroines in.

the context of all the ragas but usuallj siti 3
srmgara aQ\QQF supreme rasa. ’ )

, .
Works containing description of heroes and Heroines with- _

This categoriZzation of the laksapa-granfha works leaves out a signi-
ficant body of works which are .ap integral”part of this tradition.
For eﬁaqple, there are: (iv) chanda-saséra works dealing with metrics;
(v) varndka works consisting of compendious inventories of. terms referring
to all aspects of life and culture systematically arranged into topics;ll
and (vi) namamala, "garland of names;" works which list poly-semantic. and
synonXmoqs works in Braja and Rajasthani.l? The works in categories (iv)
to*(vi) served as accessories to the works in categories (i) and (iii)
and were written for rhe same purpose as their primar counterparts. ,,v‘
The total number of ﬁbrks:in all the six categories as|listed above and ‘.
Braja and-Rajasthani is s fficiently large, some of which have been published,
but a, great many still remain buried in manuscript form in various libraries
An India.l3 The number And diversity of these works signifies the fact
that ihe study of poeti theory in all its aspects formed ‘an important
scholarly as well as agademic discipline all over Northern India anq/the




. ) . ' 3 . .

‘ laksana-grantha tradition of the Hindi rZti schood, which ‘was degigned
to fill this timely need, was not merely a duplication or restatement
of Sanskrit poetic theory in the spoken languages of the New Indo-
Aryan period, . .o .

13

» a
Y

. " If we take a fresh look at some well known texts of ritil poetics o
" as well as those which are not as accessible (including those ‘inveate~ -
gories (iv) to (vi) which are usually not dlscussed by the h1storlans
of the Hindi llterary tradltlon), we can easily see that the “scholar- 1=
poets of the rZ%i school do not seem to follow any one partrcular scholar®
or work on Sanskrit poetics. For example, if we just superficially
| compare the contents of Sahitya-darpana of Visvanatha Kavirdja (a very
popular standard text on Sanskrit poetics.) with that of Kavtpriya of
.Xeshavadasa, we find that there are some s1gn1f1c t differences as well
"as similarities-between these texts.l4 For instanc , both.the texts discuss
the topic of afamkara, "figures-of -speech," in detail, though the scheme
followed by keshavadasa is significantly different from the one foilowed
- By V1svana£ha\§av1ra3a. - Keshava deals with the topic of alahkara :
"its broadest possible gense, which has no :known, parallel in Sanskrit
"+ poetic theory.l 15 visvanatha Kavirafa describes only—those figures of ' - .
- speech which are treated by Keshavadasa~as vi&% ta aZamkaras. Even the .
: order and definitions of vidista alankaras-as given' by Keshavadasa are
wignificantly different.from the ones given in‘ the Sahitya-datpana of
Visvanatha Kav1raga. Also both-the authors -deal witN heroes and heroines
as an integral part the vlbnava aspect ¢f the rasa theory, but the
significant. difference b€tween Visvanatha Kaviragja on the one hand and
Leshavadasa on the other is that the latter_gessrlbes this “tapic.in a

. *\\\\\ffpi;ite and independent work, i.e.; The Rasikapriyd. ' )
| S
v . < ! .,
’ ~is_ also true.that all the scholar-poets.of the riti school treat

» ' the subject matter of the riti poetics 12);h€ir szsara—grantha*works
not as uniformly as one would expect. e could perhaps_also conjecture
that the scholar-poets ‘of the rzt% do not seem to build upon each

‘/9ther s .formulations, etc., in manner of: Sanskrlt\poetic theore~

ticians. In the absence of y inv gatign of these problems, it is
not correct to assume bha the aakSana rantha works of the scholar-

.

- ) poets of the rzti sc are in a y way| legs orlglna;,than their counter-
part in Sanskrit. 'In other word » withput/ going into any Surther_ dets is
. of comparisog/bézoeen works on S nskrit ppetic theory and Hindi riti
, poetics,‘yeocan safely assumes t at the s holardpoets of the r1ti School
did not ‘only differ from their gcounterpgrts in Sa Skrit”in the treatment
> T of e subject—matter, but als adop aﬁfin epe dent approach to it,

ic theoreticians. There-
told that the scholar-poetsof the
) i r7ti poetjcs were'familiar with the candns ofthe Sanskrit poetic
" theory ich 1ﬁéluenced their works in many ways, but it kes no sense -
whatsoeve

‘without any regard for the literary developments in the Hew Indg—Aryan .
' so they Yad -very little contribution of\theiy

. \:

~ A N .
- : ’ 7
— - v — r— . = AR
R
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. ' 2 2.2 Another point which almost all the_writers of the historiei of
° ‘the Hindi literary tradition seem to ignore is that the scholas-poets
' . of the rit< school were themselves well-vergsed in the Sanskrit lahguage
. its scholarly .traditions but they still chose to write in Braj o
L < .. RajXsthgni, and so on. Et—is a well known fact that the rise of the\New .
- . . Indo-W¥yan languages was accompanied be a steady decline of Sanskrit
. ° in Injian scholarly and academic life. If we keep this fact in mind an
. ° can sqt aside the sd-called assumed superiority of Sanskrit poetic theory
- over the riti poetics,-'it becomés relatively easy to see that the rity
—_ poeticé%reflegﬁs certain -scholarly and academic needs, as well as traditions
" of tZé New Indo-Aryan‘ period as they existed in Northern India., If we’
Y, adopt this point of Giew, we -begin to see tha .the approach involved in the/
study of the laksana-grantha works .by comparing them with works on Sanskrit
.- - poetic theory (an approach which has never permitted these scholars to
relate the r7t< works to the enormous ., amount of literatd}e,written in the
New Indo-Aryan languages) only on’points which ar comﬁbn ‘to Sanskrit
poetic theory on the one hand and the P‘ﬁ%*poeticg on Ebe other, is’ not
the only and-most fruitful way these yorks can be studied as most scholars
of the Hindi literary' tradition have /done. - - AN
. . ‘ ° TN
, - It is, therefore, only appropriate to say that the scholar-poets
i of the rZti school charted their own indefendent course in gﬁg\developﬁed%
of the poetic theory and made some very valuable contributions\in the ' ,
form of Zakgah&-grantha,works Such contributions arg deeply embedded
L in the manner in which they presented their own systeﬁatihatigns of the
’ unprecedented literary developments of their period. As I haye tdted . <
. earlier, almost all the scholar-poets of the riti.school,introducefvariqus
concepts of the poetic theory and illustrate them by means of exemplary: *+* .
verses of theiy own. 1In this respect thez are archetypal poets who, «.~ ’
alohg with their discugsion of poetic th ory, also wrote archetypal poetry,
a practice which became a poetic convention ip this period, - But the fact"
thdt these scholar-poets are alsé archetypal poets ho -followed certain
Iiterary.coﬁventions of their period should not be/faker to mean tha

th originality of their works lies orfly in their /ab ity to writé arche-
2 bad). These archetypal

/

typal verses (some of which are good /poetry, oth

4

concépt, it may not be entirely possible to develop anﬁéppréciation o

manner in which these laksana-grantha works present their systematizations

of the diverse literary develqpﬁénts in thg/New Indo-Aryan period all over
- Northern India, These literarxﬂeti}Opmenté took different-turns in different

parts of the country, a fact ‘which has never been fully appreciated in the
history -of the Hindi’literary tradition.}7 -

It, therefore, bears repeating that the scholar-poetg of the rit?.
school did‘not i canons of -Sanskrit poetic theory. It
is_also fig to assume/pﬁat the originality of their works. lies solely
i eir ability to wrjite archetypal verses. ' On the contrary, these schonlar-

poets wrote-manuals of instructions on poetic theory in a style -which

¢ .
Rt

. - *
o ' o

/
o e . : S -
/ » ) . /

vetses, 2vve certain important functions in these works im the sense that
: Ehey sefve to characterize the contént of the concepts which they exemplafy. |_
// In osp r words, without a proper u derstanding of the relationship between
% adgi e

n poetic concept and the aréhetypal verses:which illustrate that /hé// -
t

suited théfacademié/and scholarly needs of .their period. Therefore, . .

Q . g . - 1;() o ' A - -

P



in. order to appreciate fully the contribut%bn of the riti school to the
- Indian poetic theory in general, it is absolutely necessary that we take
.. .a fresh look at these works and develop a methodology consistent with the
-'scholarly traditions involved K in the Zaksapa—grantna genre, - .
I 3.1. As T have said earlier, the translator of the Eustkaprtyéiseemsf
/ . to be advocaglng d point of view of his own abo t. its contents. Obwiously
‘ he 1s labpring under the impression that this work is a poetic adapzzt{bn of

contents of the Ras%kaprtya is not clear from the discussion in the -

"Introduction.” °‘However, the donclusion is obvious, and is worth going

intoshere for the reasons I have explained earlier in -the review. > For .'
, instance, in his introductory comments ih chapter (15) of the book he

// « states as follows: R i . .

- : (This chapter, and the one following it, ark somewhat

" . different: from the general trend of the bdok becausg

. ) they destribe the art of poetry instead of .the art of

o R love. This.subject has been‘dealt with In greater detail ; B

: / in the poet s kavzprzya. i Cooe . a, x

‘ . [
. : [
= / This statement is perhaps the only.one in the whole book where the translator
commits himself in rather unambiguous terms., It is, therefore, appropriate -
to say that this puts the translator of the Rastkapriya in a category by

- : (“E}mself as one whose views also need some clarification in order to prevent
ny m1sunderstand1ng that might arise from his translatlon.-

4 -

3 v

Al

‘The franslator's use of expressions and phrases llke thej"Ra81kapP1ya
deals with, love in all its varied aspects," it is a "'panegyric on love,
and a mine of entertainment," "a book of pleasure' and so on in the para-
- ‘ graphs I have quoted from the book rp section (1) of the review, when
/ \ read in conjunction with the concluding remarks in the first section of the .
// "Introduction," would lead one to interpret the term "love" throughout
the translation in a very specific way. In the first section of the -
"Introdyction," the  translator discusses at length the social and historical .
p factors which underlay Keshavadasa s poetry and ‘concludesas folloWs.
2 ) N .
- ' Thus not only the Mughal durbar, but the durbars of the.
- ' Hindu jagiradars and rulers as welly were imbued with ’ ’
an atmosphere of gaiety and merriment. Song, dance, .
drinking, love and poetiry —-- these received royal support
and encouragement. The poets wrote of beauty, - j .*
- . " . ddornment, love—making, and pleasures. It was these’ -
s e inf luences which moulded Keshavadasa' s poetry and nade
M . e - him-write about women and their amours in the , )
. . Rasikapriya. “- C et

.

o

Tabn 2

. [} .
) N « |

. ¢ Personally, I think that 1s is ‘an overstatement but I do not want to
’ argue with the mranslator on this point because I think a statement such as
the above involves a gross misrepresentation of the Zaksana—grantha character

. / | ' 7 ' ' ' ,'_-‘:‘ .
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¢ . of thiS work. Qbvidusly the translator, through his" misidentification of /éi
the Rastkapriya as a poetic adaptation of the kama-§astra tradition, feels

no obligation whatsoever to discuss the Indian notion of "love" from the

P point of view of its traditional. (in the sense of literary theme)‘as well

as technical conceptualizations. In the abserice’ of any such discussion, bne

- is left with no choice but' to assign only one reading to the term "love'V N

as it occurs in the paragraphs.I have quoted earlier, as well as throughout

the translation, i.e.&slove in its carnal aspect. ‘ ‘ s

/ . " . -
As Ihave just said, there are some very definite traditional as well
as technical conceptualizations of the notion of ."love" in India.l18 The ’

- : traditional conceptualization of this notion underlies the vast body of g
love narratives written during the New Indo~Aryan period in. the form of a
literary or poetic thepe. In its technical aspect, the notion of "}0ve"k
is comceptualized in three different ways in three categories of technifal
literature 'in IAdia.. 'In the kama-$astra tradition it is ‘called kama, S

o "a natural desire'"; in poefic theory (i.e., the kavya-8astra traditio
it is known by the term srngara rasa, 'an esthefic experience"; and finally - .

in the devotional Iiterature (i.e., the bhakti-§astra tradition) it ijs S
— . referred to by the term prems, "spritual experience.". In the absenc S
g tion, *
’

.

Lt df,any discussion O6f thege conceptualizations, the reader df this transla
* who 1s cértaiply not expected to be familiar with them, wod%d.be easily
led to believe thal the Rasikapriya of Keshavadasa is merely a poetic

, -wersion or adaptation of the kama-§astra tradition (which*unfortug% ely is;:
‘ rather well known ‘and misunderstood is the West). ) ! -

/

-

. ; . . / ' o
_3.2 Disregdrding +for the ﬁément that KésﬁpVadasa used the jterm K
syngara rasa to refer to the ‘ndtion ‘of "love" from an esthetio/point of \view
, throughout his work which he intended to bé a technical manual/on the theory
of poetry 9f~th§ rggika genre, it wouldabe interesting to assume that the
» Rasikapriya is, |in fatt, such a poetic’ adaptgtion ,of the kama-8astra tradiéign,
*- ¥ and to see what is so entertaining about the so-called "poetry of love",
*as claimed by the tf%ﬁslator: I reproduce below several verses describihg
"hidden® love" -from chapter (1) of the book: o .
Al

g " Once in the woods when Krisna did sport®
’ With Radha, seeking pleasure sweet, . \
And- shouts of joy did issue forth : o
As oft when lustful lovers meet,

" » " When she’'did take the active role . e
Her necklice studded with gems : . &
, .Did wildly shake thus to and fro, .
L. Says Keshava, as it were the sun -
» , . Had taken Saturn bn his lap s .

And joyfully him he had, swayed ) ! / |
. In swing of black silk -- so did flash / AR //

. : . -Those dark gems with each®move she made. / K/ .o
/
- /

Frankly the above-noted description of'"hidden~lovg“»involving*ghe woma

' superior position of the coital posture is neither good poetry nor an < ’
adequate description of this particular posture. As a matter of fact, it °
is completely devoid of any display of the argistic talent characterisi;_icV Y

v / s . /" /)
\ S o
\‘l" ' 112 . . N /
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-« ' " of eshavadasa* the poem does 'not even impart a sat1sfactory account of
¢ this pos1t10n with which I.have no reason to believe this greatest among
the scholar-poets of the riti school was unfamiliar. Also the woman-
| superlor pos1tion is the only coital posture described by Keshavadasa,
a problem nowhere even ‘touched upon by the translator, . -

Whlle cla1m1ng that the archetypal poems of the Rasikapriya ate . ,
npt "poetry '6f love" in the usual sense of the term, I do not mean to deny -
'tH@ 1nfluence of the biological notion of kama and the spirltual\\otion of
prema on Keshavadasa's conceptualization of the esthetic notion of srnydra
rasa, But to ignore the Zaksana~grantha character of the Rastikapriya

and call'it a "book of pleasure" and so forth amounts to distorting the

contents of this important work. It se ms . that the translator of this
text has not quite grasped the signific he ¥ rasa "
(as well as several others which I will "disciss in the last sectionof this

review) with the result that he has completely ignored the Zaksana-grantha
character of the.work, and thus confused the archetypal poems in’ the text
with the real poetry of the rasika. genre. .

L

4 1. 1In this section I propose to deal w1th the traditional aspect of
the nctlon of "love" as it has b'een employed in the form of a literary .

. théme Yn a wide variety of ldve narratives all over Northern India written
during the New. Indo-Aryan peridd. The total number of these love narratives
“is anybody's.guess, but, the actual number is fairly large. They are written
in a wariety of languages such as Braja, Avadhdi, Rajasthani, Panjabi, and

so on.19 ‘Some origifnated in a specific area and spread all over Northern
Indla, thus giving rlise to many regional' and linguistic variations, 2

Quite a few bear the names of their part1cular poetic genres, such as:
Dhold mari ra duha or Krisana-rukamani ri béll, where the termg diihd,
"couplet," and belZl, "vine, creeper," 51gn1fy the poetic genres of these
works', 21 Theseg love narrati are in ptose as well as verse, and their
plots are taken from my ology \giitory, and other source“suchgas§folk

origin and the imag;nation of the poet as well. 2 The New Indo—Aryan'love
narrative tradition diffens from’ counterpart in Sanskrit in one important-
respect, i.e., it deals with love whi is at once 1ntensea spontaneous and
human, in contrast to' the flental, induced~and sophisticated love depicted

in Sanékrit poetry,23 "This intense, spontadeous and human love of the New
Ind®-Aryan period, being a product of the d?al tradition.of Northern India;
has its mundane as well as spiritual” aspects which are often indistinguish-
able from each other.24 Therefore, when we’ speak ofs the mundane love poetry
as being distinct from the spiritual love poétry of the period and try to
justify the existence of Sanskrit doctrinaire influences over the lat er,« 5
we' shOuld also keep in mind that both mundane as well .as spiritual Zove
narratives follow certain age-old underlying, legendary patterns co

both, and with the exception of a few clear-cut" cases, it may be &her
dlfficult to distinguish one from the other, In other words, all love
narrat1ves, vhether mundane or sp1r1tual\ have certaln\underlying similar-
itiés as well as surface differences, which, irrespective of the philo- /
sophical doctringire. interptetations of the latter by the post-Sankara :
v~,snaaa actiryas as well as Sufi poets, are deeply rooted in the oral tradition
f the Indo-Aryan culture. That is to say, both the vaisnava and uf1
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philosophicél doctrinaire interprétations of these spirituaI¢ldve‘narfaéives'
gain validity solely because they c gendary patterns of the .
oral tradition and not vice versa.2 is, therefoge{/necessary that we
first investigate briefly these legendary patterns.-ds known to the oral -
tradition of the Indo~Aryan culture. o ’ .

R
¥

' 4,2. 'The oral tradition of the IndoJAgzgp utture reTEgﬁers.its .\'ﬁtnt
_—1legendar§ lovers in-séme 1i uistically specifiable waysi"One category :
rof lovers is embered by juxtaposing the name of the female partner aftey:
the name of the male partﬁerf In the other categpf&Athis order is rgverse@ﬂ‘_
i.e., the name of the malg partner ié‘juxtaﬁosgd after” ‘the name of th y
female partner. Thus, Shiva~Parvati, Dhola~Maru and’'a host of other such )
legendary lovers belong tp the category of male~female pairs; andﬁﬁﬁlgyi&gé”
Agnimitra, Radha~Krishfa Sita~Rama, Hira-Ranjah and so on belong to - ﬁQ' ol
category of femgle—male airs, For the sake of convenience I shall- éymbolize +
the legendary lovers in/these two categories by ¢alling them M~F s
and F-M pairs.’ The le endary patterns which underly all the lov£ narratives*
are characterizable iy terms of the, love telationship betweén mdlés and. A
females ‘as perceived-py the nativewspeakers of various, Indo-Ary n,laﬁglagps T
spoken in Northern India in the two categories of lover pairs. | The lover - ™
JQpairs in the M-F category, and as a consequence,sthe number of \love. arrﬁﬁiﬁqs
dealing with M-F 1o er pairs ‘is significantly large. I will, thérefore, '
/giscuss the love -n rratives based Eﬁ M~F cétego}y of lover pairs figst{%s\;

- o . T

0
) *
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4,2.1. In’ 3 to‘pndersﬂand‘the%nagure of the underlying\aimilagipiéﬁ'
and ;surface'diffArences petween love narratives based on the M~F category
of lover pairs,’I propose to. compare the basic elements of thé structure
of piots of Kumarasambhavam, a classical Sanskrit poem written by Kalida<a,
with that o& Dhola mari ra duhd, which is a folk poem in Rajasthani. Zhe. .

s~lient featpréahof the plots of these| two poems are as follows:

]

13

’

Kumarasambhavah ‘ ‘ Dhola marti ra.duha
‘ . N

4 ' 3 . L i
1. Parvati igpreordained to " Both Dhola and Maru. had ‘a~rchild
marry Shiva. R marriage,  ’ . -,
. | .
< ' P | . »
2: $Gods seek the help 6f Kama . ‘Maru's_father sends messengers-to
(the love god). in order to 'Dhola so that” he'may come and
appease Shiva, e ‘fetch his,bride. :

.
' [y

Shi@a is unmoved and Dhola forgets Mary altogether and
Kama. ‘ i his second wife successfully -

: ;}////ﬁ ts to kill the messengers

. _ - before they cdr reach Dhola.
4. Parvati is disébpointed in’ 4., Maru is disappointed in her
her love. : : love, ., . =
5. Parvati tdkes to penance "and 5. Maru undergbes suffering at her
* austerity as a means of . father's house, .’

winning her love.
o

\

3
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, 6. Parvati's penance bears fruit -
1 <
. - /

* ~ @

- -~ -~

" 7.0 Shiva appears befpre Parvati 7 Dholanagbears/'

Maru's dream..

in the garb-of a hermit and * . . ]
SN promiges to marry herx- ’x . N
.. - . : : .
. . 8. The/martiage of Shiva And- 8. Dhola f1nally arriyes at Pugal _—

Parvati takes place- .. to fetch Maru. N .////

. ' .

-:

The above-nosed points of comparison between the structure of plots.
\of . the Peems reveal that'both the plots' are manlfestatlons of 'a single
underlzjfg;legendary pattern. However,; while malntaining that the 51milar1ty
betweefl the. -structuge of plots of these two poems is not just a chanée
resemblance; I.do not mean to mely that the model WQ}ch emerges from the .
functional similaricy involved in’ the common p01nts of comparison (as I
have tried to 1L1ustrate above) s the legendary model underIying all the
: . love' narratives dealing with M2F category of lover pairs,. I also do not Lo
. ‘mean to’ say that thelcommon points of comparison 1lstedoabove exhaust all '
h/ s " the salient features«of & plots of these ,love narratives. The-matter
v D _needs to be rpvestigate further, but this’ should not deter us from concluding
that some such underlying legendary model does exist, and this model is
" not ap licable to love narratives based on\\be ¥-M category of lover pairs~

-

.

.

P Central to all the love narratives deallng with 1egendary lovers of’ -

- the M-F category - llke Sh1va-Parvatifand Dhola—Maru are (i) the™%inning of
SN her,love by a lady ‘(ii) who must do so’ by her own efforts wit imal
- 1nvolvement of her parents, .and (iii) av01dance’of "i £ love.28 Fach
» b love' legend 4in the M-F category ‘is, therefore, erent from ry other i
legend in this category because of the .unigu€ness of the suffering andthe ",
< ~ resolute persistence of its female me ¢~'but: it i5 similar to every other

legend in. this category because it I

manifestatfon of the same
underlying model. .

4.2.2. .The lover pairs in the F-M categor of loveNlegends arehot '
. remembeted in the Indo-Aryan cultural tradition in the r of. thedir . '
‘ counterpart in the M~F love legends. The F-M cakegory is reserted for all '’
those legendary lovers who are ekceptions of some\sort and 40 not conform
, f to ‘the standard pattern of legends in the M-F categwry- n opher words, ite
" is appropiate to say that the only underlying common feature of legends in
the F-M category is their status as exceptions invo ng nofi-conformity to

. the standard pattern of M-F legends.— The#efore, over the long stretches of.
the history of the Indo-Aryan culture, lover swho ultimately came to be . e
; known as legendary lovers in the F-M category are descrlbed as doing so by

overcoming the social barriers and transcending the norms of the socigty
* fwith one important exception which involve lovers who are al$o mother and
o father at the same time, to be discussed shortly) It is for this reasdn
’ the ¥~M love legends arelﬁagfr in number and exhibit sufficient internal
' diversity. As t"~‘r internad diversity nmakes more roém' for poetic impro-
- vization and imaginaﬂion, the F=M love legends have been favorites w1th '
. poets, and have been var1ously repeatqd 30~

A3 T
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*such'an endeavor is a fairly,CQ@ﬁli”ated matter, and; therefore, cannot | L

Historically‘:;;:EBVQ legends in the F-M éategorz/deveIOped”EEEE;En ;,“f }
coherent patterns which a?e\as much an outcome of-the exceptional status l
of their lover‘gairs as they“are a product of- thé poetic -imagination” and P o
imp Yization.3 Therefore, instead of ﬁf;Ihg tossearch for some under- ‘
lyiné»légendary model in terms of. their plot structure, etc. (because - L

1

be ‘dealt with in detail in tﬂisf?évig » I will dutline some general

principles involved in these legends. 't would alSo be useful to contrast, ¢
these generall principles 'with their cQuntéxrpart in the M-F legends so that ' 4
the distinct¥n between them becomes sﬁff?ﬁgegfly clear. Thése general/ = |
principles gan be stated as follows: . N ';/ P oo

L ® 0 N g ‘
M-F love legenis ‘ F-M Zove legends |
1. ~‘)3ot:}'1 male and female are . 1. ?;l falls in love with the T
predesigndted to be husband -female who ig not predesignated -
and wife of eath other. ///////to be his wifé{< - : '
3 ~ . -

. L BN , "

2. The female actively seeks hef .2. Thermale seeks hié\-; ovediwho |
! predesignated~lover. . ) may or may not ﬁnqw‘abbgp him . =+, .
: in advancg ‘ )

N "o Lo

3. They are united with each ' 3. Th;y may or mAy-met be united \\ DR
- other as husband and wife. . - wigz(fffgfggbex’éé husband add "~ -
7 3 ’ , yi‘_’ \ ' 5 ‘ s

4 <

. L V4 N
..~ 4. Perpetyation of the love-union
is an end in itself.

4, Love union bears fruit.

3

LY

5. - The legend concentratés on . .2+ The legend concentrates on the
R the female: who has a persona- male and the female-is more or .
-+~ lity of her own quite distinct . .less a reflection.of the -
. . from her -male partner's. < personality of her male counter- \
e . \ R R S part. . s i
, \ . “ Y - S -
6. Major episodes take place in . 6, Major episodes take place Q?"M\’ . .
—- familiar§ inhabited environ- places removed from faﬁilgzi Yo
hl , ments. ) : o environments.'»o /

n the love legénds of the F—M’Eategory there are.two differswt

patterrds depending upon the stdtus of..the female with regard to her male *- ’
er. Though thg’femaléé in this category of legends are not predesigga— T
as beloveds of their lovers, they are accorded the status of a svakiya,
Mone's own," or parakiya, "belonging to another," heroines, as the case may

be. iguch a distinction is noticeably absent in M-F legends.32 Some .
svakzy&“heroines are regarded as mothers who are desexualized respect objects

in the society.33 :Sita of the>Rama legend can be éitgd/ag/éﬁfégégﬁig\of a
§Edk%y5“hérging?ﬁwhonis also.a mother. Indo-Aryan poets never indulge into

any open déscription of the love-making of a svakiya heroine, who is a

mother, and her lover in their love narratives. On the other hand there is

. 2 ~ ;
) . ’ L - ’ e
. .

“ - la) . .\

g 1.() .
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. . .
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no such restriction on the: love affair of a pana%zya 'heroine ‘and her lover,
Radha of the Krisna legend‘'is the prime example of a parak%ya heroine, 34
AT ’ .
R _ﬁ” 4.3. I would llke to sumhafize the’ discussion in this section thus
o ot far by saying that the’Indo-Aryan cultural tradition remembers its legendary
lovers .by juxtaposing ,their names in two different orders,®i.€,, male-
female and female-male. This method of juxtapgsing, which is based on some
. . .Semantic pr;nc1ples of the compounding of nouns in Indo-Aryan languages,
. acts as a memory-storlng device in the oral traﬂltlon for distinguishing
: two kinds of love legends in which the’ named' lover pairs are principal
,characters, It goes without saying that the love narratives based on these
two kinds, of legends developed along different lines, and in spite of the
influences they exerted upon &ach other, they have remained discrete. It
- would also be appropriate to say that the present discussion on the cate- .
gorization of love legends and of the narratives based upon them is sSomewhat
simplified and leaves out many of their other significant and more complex
features.35 It is also noteyorthy that the devotional, love narratives,
sthich gave rise to the raszka genre of love poetry df the New Indo-Aryan
. period (as described by Keshavadgsa in his Ras< kapﬁhya), mainly rely pon .
‘ F-Y category of love legends (i.e-, of RadhaKrisna .and S;ta-Rama) 36 1.

i

will discuss this matter in det#il in the next—section of the revie v v

1‘_q Mf
L 5 1, So far I have discussed some of ¢t e characterlstlcs of the
dition of love narratives (which inclddes dgyo;;onal narratives as well)
to demonstrate that devotlonél narratlves are but a gpecial class of this -
tradition. I have also commented that the rasika génre of love poetry grew
out gf devotional narratives based on legendary overs of. the F-M categoryn
In order to follow the course of dévelopment of t tka genre, it is’ .,
necessary to gain some idea of the various bhakiz Etengs in Northern Iﬁdla
. , Vvis- “asvis the tfro categories of love legends. Such ‘an exercise is a' desider-
. . - atum not only ‘because it will provide a basis for systematlzing various
" schools of bhakts poetry in the Hindi area (which are\otherw1se 'quite hetero-
_geneous), bzﬁ also to gain a better perspective of the histoyical development
of the rasz genfe,and other rélated matters.

o7
e

In thé/ﬁindl ar;a of Nérthern India, there are thrge distinct literary
‘trends w:;ﬁin thgwbhaktt movement: (1) Santa bhakti of the abstract godhead,
Rama, as presented by Kabiradasa and other saints37;-(ii) Krisna bhakti 3
of Krisnag as- the godhead as represented by Suradasa and others38; and (iii)
. Rama bhakti ‘of Rama (who is the son of Dasaratha and essenttially the same . -
person g% described by Vdlmiki) as represented by Tulasidasa and others, 39
,JI» the ;JTsna bhakti trend, its godhead, Krisna, hés distinctly two forms: ‘
(1) of the cowherd of Braja who engages in love sports with qov%s and Ra&hak'
and ( i) of the klnz of Dwarika who marries Rukamini. So in all there are
four ‘trends in the bhakt% poetry of Northern India duriﬁé the period,
(0} these‘ﬁour bnaktz trends, two are based on M-F category of love )
! legénds and two on F-M category. The Ramd bhakti of the abstract godhe;;_
R%ma who mates with the devotee of the Santa school, and the Krigya bhakti
Krisna “(the husband of Rukamini) are .based on the loving relatiomghip
etween a male and female as implied in the M~F category .of. legendary lovers.

/AjThe other two, i e, the Kr"sna bhakii of the éowherd Krisna (who engages in

~
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,~Teye sﬁbrts with gosz and-Radha) and the Rama bhakti of the personal godhead,

{

’

Ram?, (ehgﬁhusband of Sitd) involve the loving relationship between a
female and male as implied in the F-M category of legendary lovers, Cutting

“..across thése modes of loving relationship betveen a male and female as implied

in these four bhakti trends is the distinction between the Samkhya notion

of cosmic eVeiucichary order based on the relationship between the burusa and.
prakrti and its reversal symbolized by the union of &tman with parmatman on
the lines -as.posited in the Advaita vedanta, The two.kinds of loving relation-
ship between Krisna and Rukamiﬁi and, Sita and Rama, who respectively constitute
M~F and F-M lover pairs, represent .‘two different bhakti views of the cosmic
evolutionary order as posited in the S&hkkya philosophy. .Similarly, the

two kijds‘of loving relationship between abstract Rama /and the devotee,

and Radha and the cowherd Krisna, which too are respettively M-F and F-M

lover péirs, also represent two different interpretations of the union of ‘
atman with parm@tman as posited in the Advaita vedanta phi osophy (through

a reversal of che.cosmic evolutionary order). : )

-
Yo . »

o5 2. BeforeQI discuss the characteristics of the sika genre of love
pdetry. it is necéssary to understgnd the fusion of the notion of spiritual
experience of bha&éi\with that of jhe‘esthétic notion of rasa., ,This fusion
was also a pxoduc@ of ghe'New”Ind?-Aryan period and manifésted in two different
forms in the area.™0meé is the notion of bhgkti-rasa as developed by the
Gaudiya Vai§havasldf Bepgal, whose chief theoretical exponents were Rupa
Gosvami and Sanataha Gosyami.40 . The other was the notion of Bhakti-kavya-
rasa, which had no theor&tical exponent in the manner of the Gaudiya Vaisnavas
of, Bengal, but neverthelefs influenced the works of the rasika poets of the
Hindi- area. The motion|of bhakti-rasa, which I will render as "spiritual-,
esthetic experience," is an esoteric concept limited only to the experiencer
who meets with'certain sectarian qualifications. However, the notion of
bhakti-kavya-rasa has its both esoteric as well as exoteric aspects.,

In its esoteric sense, it refers to the spiritual esthetic experience of

" versed in thé tradition of the rasi
.of bhakti-kavyd=rasa in its esoteric aspect did not have a bhakti théorist as.
.did the bhakti-rasa in the persons of Rupa Gosvami and Sanatana Gosvami, but

it did have an exponent of its poetic theoretical aspect in the person ’ s
‘of Keshavadasa, Keshavadasa's Rasikapriyg is primarily a text on poetic

-bhatti-rasa and bhakti-kavya-rasa on the mod€l of the rasa theory of

love poetry and underlies the poetry of the various rasika sects of  the ‘
Hindi area. 1In its exotefic aspect!, it meéans esthétic experience of the
spiritual love poetry and could be ! ppreciated by any connoisseur well- .

. ' ﬁu\geﬁre, As I have said above, theifiotion

theoty whereas, fof instance, the Bhakti-rasamrita sindhu and Ujjvala nilamant

‘of Rupa Gosvami are .texts of bhakti-rasa theory. Just as we can find elements

of bhakti in Keshava, so we can look “for elements of poetic theory in Rupa

Gosvami's works, though neither of them are probably intended to b& read “.

that’ way., However, the\implications are unavoidable because of the nature = -
of these. texts., - : . . - . '

L . \IQL/ ‘\_'w”'l & . N ; » . ’

. The fusion of the spiritual experience of phakti with the esthetic

experience of rasa ‘thus paved the way for elaboration of the nbtion of

Sanskrit poetics. Such an elaborationg was carried out by Keshavadasa in

the framework of the F-M category of love'lagends in contradistirction to

the theorization in® Sanskrit poetic theory which ié}based on the M-F category
. . 2 i N ' .
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(‘A ) of love legends.43 Thus the spiritual experaence of bhakti, which also‘
e demands inborn love 0t‘the d1v1ne1¥came to be 1dent1f1ed w1th the blologlcal
. notion of kama -- a development perfectly suitable to the requirement of

narratives based on F-M categpry o love-pairs forms the basis of the *
.realization of the sxperience Sf thakt{ rasa and bhakti- “kavya- -rasa, the
identification of the spiritual experience of bhakti with the blologlcal
notion of kama -- an identification which _gave rise to the reformulated
notion of the esthetic experience of srngara rasa ~- was purely a literary,
theoretical dévelopment. In other words, such an identification, though it
is a logical extension of the requirements of the underlying model of the
narratives based of F-M love 'legends, 1s only remotely connected (as a
technical concept) with the 1ntense,ospontaneous and human love characteristic
of the poetry of the New Indo~Aryan period.
5.3. -Thus the technical conceptualization (see 3.1) of the notion of
syngara rasa involving the loving relationship between the paraka& heroine,
Radha, and Krisna on the bne hand, and between the desexualized respect
object, Sita (who is a sva&zya her01ne), and Rama on the other, gave rise to
the rasika genre of love poetry. Thus we hgve Krisna bhaktw rasika poetry,
as well aé\ﬁize bhakti rasika poetry.%% Xe havadaga in his Rastikapriya has
systematica described the conventions of fheseffwo kinds of rasika genre
p051t1ng Radha as an archetypal heroine and Krisna as an
archetypal hero. dha as an archetypal heroine, who represents Radha, the
beloved of the eowher¥\ Xrisna, makes love witli-him as a parakzya heroine.
This love affair takes piace in non-familiar environments and is labelled
. . by Keshavadasa as "hidden e." 1In her'role as. an archetypal heroine;,,
’ Radha also symbolizes Sita as. svaktga heroine whose public image is that
. of the outwardly restrained NortiNIndian wife of Rama. Similarly, Keshava-
: dasa's archetypal hero Krisna, who his private life is the cowherd Krisna,
, also has the public image of Rama. Th%g synthesis of the public and private
‘ / images of a female (as a beloved and wifek and a male (as a lovef and
"*yusq;nd) by combining them respectively in the persems of Radha’ and Krisna
.at the conceptual le.el is an end product of t tradition of lo¥e narratives
., written during the New Indo-Aryan period in North ¥ India.45 It epitomizes
» the idealistic solution batween the two confllctlng atterns of the mutual °
Y ] ,relationship between a male and femdle as present in the M~F arnd F-M
: //, categories of lovers at both the splrltual as well as mundane levels.

. the perpetuation of the lovegun;i:f?s an end in itself as depicted in the

P ’

of love poetry

+

{

/ “ - ‘ . :

y + A description of the love affairs of a herfo who is a love\and a
"husband at the same time with a heroime who is a beloved as well as g wife

basis of the rasika genre of love poetry, though at the spiritual level
Krisna brhakti rasixka poetry concentrated on the beloved~lover aspect and

> Rama bhakti rasika poetry on the mother-father aspect, The mundane rasika

poetry, which grew out of the sp1r.thal poetry of this genre, however, did

not maintaih any such distinction.% ~This mundane rastka poetry minus the

element of bhakti and became a major trend which is variously knowr .as

. ritimukta srngartka poetry, srngaraparaxa poetry and so on. 47 The translator
of the Ragikapriya, when he spoke poetry of love,'" should have referred,

as he does, to the archetypal poem/fof the Raszkaprtya. '

_— 6.1. In sections gg) -afd (5) of this review I have tried .to “present
. an outline of the development of various llterary trends in order to put the
Q . . -
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rastka genre of love poetry into its proper perspective, Keshavadasa's
! systematization of this genre.in terms of the conceptual framework of the
P - Rastikapriya presupposes this-background. In this section I will try to
' explicate some of the major concepts of this work as well as its.character
as'afZakgana—granthazwor.. S )
v !,

~

{/ While dealing with some of the key concepts of the R ikapréya 1
wilY presuppose a certain amount of familiarity onethe par Qggyfhe reatler .
of 'this review regarding somgﬁgf the exegetical conventions“of the laksaya-
, grdhtha works in the sensg that } will make use of such conventions as and
. whén necessary to arrive at a particular j terpretation of the key concepts;
. i +but-it may not be poisiblz\for’ﬁe to agduce afly proof in this regard in this
L review.48 ‘In other words, the laksanae
! if read without any Knowledge of their presuppositions as well as out of
cépﬁgxt of their exegetical conventions, as for instahce is done by the
tr’nflator of the Rasikapriy&, Gill vield readings or' interpretations which '™
‘ wiEl make sense, but such read ngs orjinterpretations may not be thet ones,.
intended py the author of a paitigglar worki%9\ With these preli@iﬁéry obser-

* vations made, I”wil% now proceed to establish the character of the Rasika-

. ' p¥iya, as explained by Keshava 'himself (Sub~séction 6.2), then examine the
;“k?y:concepts of this work in the ‘areas of (i)'spn&és
r

ra rasa (sub-section.6,3)’
au{_(ii) the archgtgpal heroine and hérg in the persons of Radha and'Kri§na
H (5@b-section 6.5).° : ‘ ‘

. N [ eoq ' C s ' o -
6.2, Keshavadasa, in the first chapter of his\sbrk, charatterizes |,
the poetry of the rasikg genre as well as sets forth tﬂg manner and tone of °
%is‘systematization of it by means of several steps, After préliminary
' invocation, etc._ he praisestthe cowherd Krisna in versé\(Z},which'I reproduce
| sbelow in-?he original in Roman translireratid : ) v ’

anthg’works of the rZti school,

~

\

bd

v ¥ e

»
A
i

| \
? ;ﬂ ; = . b . i - \ v
O Srivrigabhanu-kumari-heta,, srngarq- -bhaya / , \
¢ basa hasa-rasa have, matu-bandhang arunamayq -/
ot kesl-prati ati vaudra, vira mavo vatsasura / SN
" .i. bhaya divanale-pana, piyo bibhatsa baki-ura / .
Ty ati adbhuta vanei viranei-mati, santa’ santatai ‘soca eitta /
E i kahi keSava sevahu rasikajana, navarasamaya brajardja nitac//

. ) . §
* ' ! The translator's rendering of this verse in English is as follows:
< . 4 » . -

i

P

Who did assume a form so that .
Shri Vrisabhanu's daughter, Radhaji,
N Could seek love in him; who begat -
‘ Such merriment when he-did steal
o The clothes of bathing cowherd girls: v
‘ g Who"showed much winning %enderness )
e Bound by his mother; .and who was s
* Fearful when Keshi he suppressedi . IR
: . And full of valour when he killed
3 Vatsasura; and of dreadful. shape
When he the forest fire &id swill, e
And loathesomeness who did érean:*‘ )

A
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* The breasts of Putana in death's hold _ \
| Who' held - astounded Brahma too, ‘ L a
| : When the stolen caluves restored* N .
| ’ The sentiment of wonder who 3
Brought forth; that very sameVShri Krisna
0f Nature who is ever calm: :
: ’ 0f sentiments nine, 0! lovers, him e
' ‘ You should e'er serve,- says Keshavadasa.
Anyone who has some knowledge of the esoteric aspect of the notion .
of bhakti-kavya-rasa as it oeccurs in the works of the various perE'of the , . .
. Hindi area of the period can ea311y tell that Keshavadasa has chosen words )
and expressions in this verse.to the cowherd Krisna who. (i) is served \
by the rast¥ajana (a term referring to the members of the various rasika
sects), (1i) assumes forms of the hero of the nihe literary ot esthetic
. sentiments or emotions (a fact which 1nd1cates that composing a Krisna
bhakti peem or partic1pat1ng in the singing ‘of one is, performance of bha i51);
and (iii), above all, ig sv"ngara ripa (i.e., of’ the@,g sr'ngara ras#)., '
a form he assuméd for the sake of Vrisabhanu s virgin daughter (kumary)) «

-

¢ e Key expressions in this verse are: (i) srngara (which I will discusg/shortly),
' §11) ikajana (a term which contrasts with raszkana {occuring inArerse(12)
| f this chapter] and consists of the noun rastka, conno:sseurﬁ ith. the

pluralmarker, jana) referring to the various krzsna-bhaktz sects?*; (iii)
seuahu, referring to the performance of bhakti; and (iv) *the efithets
. brajira, for Krisna and Vrzsabhanu—kumarz for Radha, The application of
' . the ep1t bra7araja to Krisna is self—explanabery, but a Yéference to.
RadHa as'Vrigabhanu-kumart is not. The first 11ne of the ferse, 1.e., .- -
sr’vr‘sabhanu- U heta, srmgara-rupa bhaya, "who assusfed the syngara
form for the sake of“the virgin daughter of Vrisabhanu," contains reference
* to two important’ sectarian principles. By referring to the voluntary assump-
tion of the srnaara form by Krisha for the sake.of Vrisabhanu's daughtér, ‘
the poet is invoklng a philosophical doctrxnaire "assumption centndi to all
the krigna-bhakti sects, i.e., the notion of "grace." By the application -
of the’ epithet Vrisgbhanu's daughter to Radha, he means'a particular image of
Radha who in her public life ever remained the virgin daughter of Vrisabhanu .
- . (dse.,-a parakzya herorne), but was secretly married to Krisna.53 St

In the next section ’é;shavadasa mentions that his work was written
by him at the instance of his patron, Indrajit Singh. I quote verses
(10-14) from the or1g1nél in Roman, transliteration because they also employ
certain terms ‘and expressions as well as make réference to other matters,
‘the import of which i again missed by the translator: ’
p :
o ) Tina kavz kesa adaSa soMkznho dharma~sanahu / * :
K sabq sukha daf kari yomkahyo, rasikapriya kari dehu//lO//
X R sambata soralta sai barasa bite athgztalzsa /s
. katiga sudi/tithi saptami bara barani raJan?sa//ll// e
., ati rati-ggti mati ekg kari, bibidha bibeka’\bilasa/ ) .
\ " rastkana k¢m rastkapriya k’tm kesavadasa// 12}/ 3 ‘ .
. Fyoh. binu/dithi na Sobhijai “locana lola bisala '/
tyom hi Yesava skkala kavi, binu bani na rasaZa///lB/ér\
tateh ryet soir soci Bagg.kijai sarasa kabitta'/:
kesava pyama su?ana k3, sunata hoi basa owta//’ﬁ//




From K hdvadasa, wl
0f joy, he -made hi
_The Rasikpriyay
) "Sikteen hundre

m giving much .
uridertake . « ‘ N

. f// The Ra @kaprzya, witH knowledge’ filled, ~
" For petsons of the amorous kind., t. : ‘
.~ As big eyes splendour do not give . ' '
el If in beholding they be blind, 4 T, :
E'en so without succulent yords ¢ / . T
Y, The péets elegance do not know- , i //
. Therefofe one should, considérin well, e
»* . -Says Keshayadasa, such poems corpose Y !
o ‘ﬁhzch‘by\thelr sweetness w1ll/tne mind : .o : ]
O0f the“dear™dark beloved mate - N . Lo )
By their- melodious music’ bind, ° s . Lo N . -
And in a moment capt1vaten ' s ) L "

Be51des -explaining his relatiomwship with h1s patron and giving the .
date dén which he began writing the Raszkaprqya he informs that he has
written this work for 'the rasikas and at the same- time instructs the-aspirant
poet in the art of comp051ng poetry.of the rasiku genre, The key terms in
these verses are (i) rati (an obvious reference to the Ratzrakasyam of
Kokkoka),and (ii) rasikana (another plural form of the noun rasika w1tﬁf////\
the suffix —5&7 referring to connoisseyrs of rasika poet Both of these
terms odcur in ‘Verse (12): Thus the occurrance of the’fgig/ratz in vexsew(lﬂa
serves “twofgld purpose, i-<e., (i) it makes referefice -to the atfrahasyam s

r

. of Kokkoka, a work which influenced the 1 poetry of e‘rasgﬁg?genre,/
v . and (ii) i supplies content to the notiongdof srngard/;igg/aS'lt occurs/1n
v . vérse (2Y (quoted earlier)., The tern Pdhékgnaf/as it -occurs- inverse, (12) .
; also* haé twofold 1nterpxetation due to ocCurrence of the generic plu al ‘///

C» T suffix —ﬁb (as opposed Lo thé spi
, T t§4L~--refers to the .specifif. raszkas«( s
\\( . Paszkg Toetry has symbollc sect

plural suffix ~jana), i.e., it
ndicated by ragikajana) for whom
n -meaning, as well as to the rasi ag” .

havesany restricted sectarian connotations.
e’ twofold character, 1. €., the spirjtual as//
the notion of the- bhaktz-kavya-rasa. '
ﬁ@ﬁelgosuka genre by invoking

in general for whom it does 10

Verse (12) thus establishes

\ well as miindane aspects, ¥
“ ' (13) defines the poetry

logy of the . .
splendor of'big eyes which, if blind, have no spl ¥ at”all/because they ‘ e
v would fa¥l to attract/a beholder (by extensioma Erue connisgeur), Verse /{‘

‘ (13) fnstructs the spirant poet in tH
him to delve' deepl¥ ipto the fun ntal concepts of th Paszka poetry

: (as~ explained in/the Rasikgp»ija), Taken together the sections entitléd O

"The exploits o apd YThe writing of Rasquprtya" (as they are ' .

" . .rendered by ranslator;/d/glne the poetrz/g;/the Paszka_genre in its™ \\\

s o “

t of composing poetry by asking .




spiritual as well as mpundane aspects, set forth the laksana-grantha c érac—
ter of theg work, and’ finally instruct the literary connoisseur and t
asplrant poet respectlvely “in the art of appreciating and composing thlS

. - klnd of* poetry.

. N .

6.3. . Keshavadasa discusses his notion of syngara rasa

N (6) and (9-1}). In chapter he enumerates the nine rasgf

. .+, literary esfhetic emotioms) and establishes the supremacy d
(i.e., the literary esthetic emotion of lowe). "~The term sI
tér in_ three dlfferent spellings: (1) the or1g1na

ra, the seml—tatsama spet}lng, in this_ orﬂer. These £
spgllings 5 of the same term are very 51gn1f1cant. The orig

elling is employed only in section~headings and 51gn1£1es
of the basic systematfics of the rasa. theory of Indlgn poetics., Th
i. e. ; the tadbhava spelllng, has a twofold 51gn1f1c22;e, ie.,

‘éecond,
from the

point of.view of 5yé poet1c theory, it refers. to "love" as on¢ of nine
llterarﬁbesthetlc emotions,); Finally, the semi-tatsama spelfing, syngara,
denotes a notion™of Qhas *rasa which (i) subsumes wnt i 1tse1f all the rest ,
of the emotiong, and (11) reférs to this emotion in the specific ,sense of %
the rasgka genre of love poetry (in terms of £ 1mp11cét;ons diScussed P
ir sections.[4] and [5] of this review). So s gara/r&sa,(ln its semi-

:Qfeama spelling) as a concept in poetic theoxy has traditional systemlc

basis as_an effect produced by the bringing ogezhé; of vibhava, anubhava ‘
and samcar1 bhavgg ¥ discussed by Keshava Iﬁ/chap ). -which convert T
the sthayz “bha aéinto rasa. Howevers “its notiondl comtent, ' *

L)

‘Keshava then a /é%ts the usu two aspect of‘srngara Pasa, 1uee,
— ~/ the/ love- in4un}§n (referred to by the, seml-t&tsama spellxng, samgo
- /K//a/%zlstlncc,fxom the tatsama spelling, sayoga) and loﬁ;jiﬁ-sep !h -
P € gﬁcated by the qilglnal tgtsama spelllng, vzyoga)., he significangé
of the use of seml—tatsama pelllng samJOga in the definltlon (as opposed
to the tatsam spelling, @nyoga, which occurs only 1ﬂ’the section heading)
éles in the act that thé notion of love~in~union_as propounded in the
szkaprty is quite stinct from its counterpart 1n\§ansk it poetic theory.
- owever, in its love71n separatlon, i.e., the vzyoga aspec , it is an j
‘tion of Keshavadas,., Both love in-upion and love-in= sepa atlon are £
subdivided into. P achanna, concgaled,"” and prakasa, "open,' Cﬁ?
/// as pendered by/(\e.translator ) A

” Keshava* disdusses apother kind of love—in- separatlon in chapter (6) and j
(9-11). labelsvthisg other kind of lovesin-separation vipralambha syngara.
. The distinction betweehvvzyoga srngara and vzpraZambha srng as introduced
) 4 va is”a significant dep\rture from Sanskrit poetic The
’ vzyog srngara of Keshava is a fgotion very much akin to t
Q R 3 ’
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premavaicitya, "a state of lovin§
Gosvami. in his Ujjvala nilamani.>>
bhakti tradition, as well as schol

o ’ £

, Most.
ars of

4

* from.each other in love-in~union,

. Keshava distinguishes four kinds of
purva-anuraga, i.e., "affect%on arising b
. , mana, "indignation or arrogance," (iii) %

Az,

abgent-mindedness;," mentio

@
R
Feo

sl

. 4 [4

. L) %Q
ed by Rupa,

authorities on the/z
rTti

efore the lovers meet", (ii)

aruna,

indi Krisna-

poetics, /s far as I know,’
do not seem to exhibit any familiarity with the notion of Hiyoga srngara
as a state of mind in which the lovers fee

"sorrow of one who ‘has. no

1 themselves as disunited mentally

.vipz‘aazamz%/sm@% ice., (i),

et is de

- hope of a re-union which y

. Stined to take place," and (iv) pravasa,
"'the state of being abroad."

In this, categorizaties he follows Sanskrit
—«~"poétig/theory but_;eplades the usual notional content-of these four: kinds

. ,*fovipralgmbha érngara by sthe one developed specifically in the Hindi.
krigna-bhakti poetry. . . . ‘

oOr pravasa-virgna as he sometimes call

) urs in krisna-bha

>~ plified gLta uradasa)
/ notton. £f viraha, ""love~in-separation;
‘based dn ¥-F legends. The best examples
' "love-in-separation," are found in Saxdes
- ahg. Also Kabira's notion og‘viﬁuZB\i

. ventions of MgF love legends. , It seems
////¥,»ﬂﬂ*¢—HFE‘hot‘very cleag,iq this.respect aqd

- ‘/} inat%iy in their works. <

~

s 1

‘

/

/" 6.4,  The systematization of heroes
9£/th pTti school differs from its count
in several important respects. Though M-

/Aingure in the literature Vhicb‘came into
./~ the New Indo-Aryan period, the F-M love 1
. and independent‘catégory. For instance,
by Kalidasa clearly exhibit thése two, cat
pointed out earlier), but the fact remain
formed a kind of appendage fo the M-F° cat
under the guise of the distinction b

~

— ‘o YT B M. .
+ A . ., . N ' .0 ? -
\\\\““~<~y—4——%efere passing on to a discussion of heroes and hero%nes in the .
~ Rastkapyiya,™i, would like to point gut that Keshava's notion of pravasa, -

t'giycluding.that‘of the content °

kti poetry as, for instance, exeri
y Shipuld noﬁjge «confused with the

hich occurs in love narratives

of the™ notion ¢f viraha,

a-rasaka>’ aﬁB\QhQLQ:Tirﬁ ra

s akin to and follows con~
that most writers on the sub4

e_the termvé

e

)
- -

and heroines by the scholar~pg
erpart in Sanskrit pdefic theory
F and F-M categories of love legends
being pripr to the literature of -
egends did not figure'as a distinct

the various plays and.péems written
egoriés of lové legends (as I have
s that the F=H category merely :
egory in Sanskrit-poetic theory
! o’

o
v

N

etveen svakiyd, "one's-own,™ and

.parakiya, "beloPging to another," heroines.*
- Aryan period, and especially under the influe
narrative tradition, thg- F-M category of love

However, during the New Indow
nce of the devotional love
narratives were recognized

!

as a distin€5 class 7Thefefore, it is. appropriate te—say that\tbe sole
emphasis of the Sanskrit
Sased on natratives Anvolvipg M-F love legends. On the othér hand, ¢t
%ch lar-poets of thg/thi school, especially Keshavadasa %
cogficentrate.on the personalities of heroes and heroines as
tig,contéxtoof onq'hargatives based on F-M legends.
the almost universal acceptamce of Radha and Krisna a$ the archetypal
éroine and hero by the scholat-poets of the riti-schogl, With this general
/ statement ofgéhe characteristic difference involved in the classification

/

oetic‘Theoret'cians~15“upon=the heroes and heréines
|% ] > L

2/his Rasikapriya,
they were develgped :
Such a fact is indicated

o

N

~ of heroes arid heroines in, works on Sanskrit poetic theory and the Hindi~, 7
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\\;;\school f will now discuss a few/instances of the specific differences
between" the tWo Such a discussion, I believe, will also help dispel the

» belief that the systematization of sheroes and her01nes of the riti school

is merely a ‘diiplication of its cqﬁnterpart in. Sanskrit, a belief which res®s
solely *on tetminological simil/y&ties : -

« The first such point o} difference between Sanskrit”’ poetic theory
and the Hindi pt¢7 school i§/ their corniceptualizafi the personality of .
the.hero This difference ¢an be seen by ci generic definition
of the hero as given in the Sahi tya- -dar a of Visvaglatha KaViraJa with _that

of the Rastkapriya of Keshavrdasa _ VASvanatha Kav‘ aja gives the following
fgeneric-definltlon of thé hero; ,

¥
v,&

L1beral learned),
- ..ardour of youth/and beaucy, clever, .
favorite, and-pogssessed of spirit,
* such is'the leading character.
N //: ’ ' b . .
On: the .othér hand, #eshava’s generic defiditpdfon of the hero .reads,as
followsi///A , S ' Yoo
. Khow hiw,a’ ndyaka, -says Keshava '
Renouncing, young, vigerous, vain; -
N Forgiving, and adept in <love; {’ ,
Handsome,; weéalthy, skilful, plain; ..
he d /

. . % »

! : z
. . * - , -

. . Vigvanatha Kav1raga develops his generic definition of the hero further -

‘on the ba513!pf his dlspositlon and in relation to the héroine, Thus he
classifies his hero inte four categories’on the basis of hig disposltional
traits, viz , (i) high-spirited but,temperateaand firm (derodatta),

(ii) firm and haughty (dercddhatg), (111)/gay and ;thoughtless (dhirala?i-
ta) and (iv) fixp.and mild (derag?asanta) Within each of these four = -
kinds, there arenghrther 'sub-divisions according to the hero's reddationship
with a hegiine They are: (i) impartial, (ii) sauQy, (iii) faithful, and
(1v) sly Keshava, on the other hand, does not develop his character-.
ization of hero in the manner it is done by Visvanatha Kaviraja. Keshava's
generic definition is at the game time a sta*ement of the disposjition ’

of the Bero who above &1l is koka-kalani praxina, "adept in (the art of) r
love nb However, Keshava adopts.Visvanatha Kaviraja's basis of relationship
‘between a hero and a heroine and categorizes his hero accordingly

-
- K 5

LI

The maJor difference between Vlsvanatha Kaviraja on the one hand
and Keshavadasa on the other is that the former is describing his generic
hero as four different persofis with four different dispositional traits.

Also these four different persons are each conceived to be related to .
. o heroines in four different logical ways Keshava is describing a single
.person who is: "adept in (thé art of) love" and assumes a fourfold personality

.~ as may be called for in terms of the interaction.between-him-and his

beldved Th1s subsumption of the multiple personalities into an aichétypal

o
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. hero in the person of Krisna who acts differently in different situations
.i1s-an important characteristic of heroes in loye narratives based on the
to ~-M category of slegends. I would even go’'as far as to” say that Keshava's
dgscription of heroes (as well as of heroines) is not designed to restate
or replace its counterpart in Sanskrit poet’ic theory. It is an innovation \
"of the New Indo-Asyan period.¢ It complements their Sanskiitic description /’—T)
’ ased on love narratiyes of the M-F category with a systematization of
" their counterpart basdd.on F-M lowe legends.. Sanskrit poetic theory is y
not even familiar with the New Iﬁ&b—Aryan_mdde of Systematization of heroes
.and heroines. Therefore, it igsuttérly absurd to say that the rit? poetics
. ' #merely duplicated the principles of Sapskrit poetic theory. .

<

Keshava describes his systematization of heroines in chapters (3)
- and (7). The systématization given ih chaptet " (3) diverges quite\signi-
. .- ficantly from the traditional Sanskrigiq:classificatiod and is fai
plicated. However, his gjghtfold classificdation of heroines as give

chapter (7) is adopted from Pla?yd—éﬁstra of"B'qaraté.63

In chapter (3), he regognizes four kinds of heroines.on the ﬁasis of\

thefr genus as described- in the—ﬁutirakasygm of Kokkoka, ‘and then intro-
< duces the usual classigication of them on the basis of their relationship
with the hero into (i) svakiya, "one's own," (ii)*pargkzya,'”belonging to
o ‘another,' and (iii) samaya; "ordinary." Both- svakiya and paranga_catér g
v ' gories are developed further+ For instance, the' category of svakiya, ;//////A<
ich is.by far ‘the better developed of the two, €an be plotted as follows: .

~
- . !

mugtiha -~ naval avadhu ‘ . \
N nabayawvana _ ) 5 - v
© navala~ananga

<

arufhayauvana _ -
pragalbhavacana .2 - y /
prafurbhutamanobhava C //,
. surativicitra YR /) /

. samastarasakovéda .
S " . - eitravibhrama v -
E L ’ " akramita ] ) ’
o . lubdhapati =~ . -~
. T e, B . _ . .
" .. His pargkiya heroihes are of only two kinds, i. e.,’ udha, '"'married," and

i audha, "unmarried.” ) yo L B '
. the ‘above-noted clagsification of heroines is not % simple-minded /-
categgrizition of “women dépicted in various ssituations. It iS’baseq7od° ; -
- .culturally~perceived, significant data put together. in the form of caﬂégory N

* . labels. These tategory labels refer to, certain idealizéd configurati@ns////>////

involving characteristic traits specifiable in terms gf physiognomx; 4 ’ -
semotional make~up and bédy language. Keshava deals with the,subzepg of
physioghomy of heroines in,a sdparate work entit,led"Sikhanakha.6 - The two, b

i.e., emotional make-up and, body language, are described in chapter (6)

N

respectively under the headings "atha vygbhtcari-nama-varnana," "the - L
. . v ) - x <y P
.Y N . ' ™ S w . -
l . ' 0‘ - . ~ ) A 20 M ’ ~/ . Y .
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dgscription of accessorles,' and. "atha hava Zaksand," which I would like
to render as. ﬂbody language characteristics,'65" An aspirant poet, in
order. to be successful in the art of composing.poetry of the rasika genre,
must learn to express (i:e., suggest indirectly) on a single verbal band,
these three charactgristic traits of heroines as embodied in the configur-

y «ational labels u~ed by Keshava. The poet, while defining his notion of

bhava, "emotion," in chapter (6), makes an explicit reference to these
three-fof™ configurational characteristics of heroines (and heroes) and
in ,the manner theyw should be ,expressed: .

-
. .

When what within the heart lay hid

Ts manifested throqgh the ayes . Y
Or by face,. or voice, that is N v ' .
Emotions known by poets wise, o Lt

. . P : . « -

5

Without gOing "into a detailed analysig of Keshava's baSlS of classi-.
fication of heroitnes and heroes, I would .like to point out that there is
an ascending scale of compleXity,involved in- the above-noted threefold.
configurational chaiacte istics as far as' description of heroines is
concerned For, instance, in the three sub-divisions of svaktya into (1)
mugiha, "adolescent," (ii) madhuy, middling," and (iii) prawiha,,"mature,
there is a representation of the three successive stages of the development
of the personality of the heroine. At each#of these three stages ofcthe
development, ‘one of the three characteristics of the total configGrat iy
of her personality predominates and subsumes the other two., In the
mugiha, "aBolescent," -stage, physiognomy subsumes thé emotiénal ‘makevup

v

pkaaaqa, "mature," stage, body language gains prominence over physiogndmy

and emotional make-up. The follow1ng archetypal vetses givén by the scholar-
poet illustrate this mode of ascending scale of.compleXity of the con-~
figurational traits of a heroine: Q\

\
.

Example of an adolescent mugdha

| N -

\

Her eyebrkws dance with pleasure filled s s )
Her hips her waist ar 1a%t has robbed: \
. Her voice now agitated is, . - T \ .
' And with shyn®s her eyes do pause; ' o~ . N\ <]
In, movement now she knows no rest, )
You may demur to meet her, friend, . T v T
But youth has met her ripening breasts ‘
And driven out her ignorahce: S

A~@cddess~like gopi. I espied
Today, Gopdla, whose crescent brow

As half-moon was, whose piercing eyes A ' . .

Where Kamadeva's arrows, %nd eyebrows ' - , L
As bows;  and perfumed was her breath ) i ’
- As scent of lotus flowers, her teeth Ce

As seeds_of sweet pomegranate: ' © c -

Her laughter.bright as lightning, feet o ) . B
b . ‘ .
S &

e “

. (™
2 .
Lo 0 . . v N - s
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"and body “language characteristics. In the madhya, "middling,"‘stage, emotiondl
'make-up overtakes the physiognomy and body language. And fina{iy in the
p
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'/\ - Like lotuses; her neck agd,armé, ’ . -
’ As jars, and belly, as be‘-t‘el‘-leai: . ! . "

A svan's her gait, and limbs thit shone

And burnished gold -<"and her smell sweet =
As does from earthen vessel rise 0
When/yéter first is poured inside. >

Example of' a samastamsb'kovid&prdudhgg | .

A cowherd majden I have seen . .
@ Of form unequalled, Oh! Gopala! .- .
*  Her hue mere lovely than gold seemed .

Her scent like newfilled @arthen jar's T ——

'Twas as though' Splendour herself came . o
Upon the earth, or lightming took ' . .
A woman's form; no earthly dame, - *41, ",
Or goddess, or she~demon looked ) e
.. 'With so nluch coquetry; 'twas if '
.'Sarasvati on earthz#%d stayed

3 S0 seemed that*Birl -- key of, all bliss -- )
‘Or lovely child sprung from Kamadeva o o e
Born of Menaka -- so I)weenéd ’ . _4-
That cowherd girl whom I had seen. ‘ . :
o R R = . i )
7}3 are two important observations I would. ike to make about the con-

e
‘9
£

.to them by category 1abels i
. of the ‘poems in which the poet refers to these ways and postures.

tefits of chaptegs (3) and (6) of the Rasikapriya. First, it is interesting
to note that Keshavadasa's systematdization of the vibhava, anubhqva, stayZ

: bhava, and vyabhicari bhava aspeits of, rasa theory does not go-into a

detailé&“déscription as*wel] as illudtration of them by means of archet&pal
verses (as one would normally expect) except naming thep. Further,'hg dbdes
not recount all the twenty-eight graces of a heroine as given in standard
texts on poetic théory. He does; not even-use the traditional term
alaikara, "graee.'" . Rather, he ‘replaces thig‘term'by hava, "bodily character-
istics" (which, ‘ifeidently, is the second of the twenty~eight traditional
graces 'of 4 herpine) & and, recountg only ten havgs with illustration of them
in the heroine as well as Hero. This systematization, I think, is a signi-
ficant departure from the tradition. Another, observation worth maki ere

is that Keshﬁyh enumerates seven ways, of making love, seven postures of
sexual unionﬁ nd; sixteen adornmen r women in chapter - right after

his gescriptigﬂ‘of the surativieitr madhya heroine (47€., the heroine °
whose™ love-making takes various ways).e I .wish translator, who gértainly
possesses a gteat deal of expertise on the dian érotic tradition, could
spell out the underlying basis of Keshava's systematization of -seven ways

of love-makingi as well as postures of sexual union, becduse a mere reference

S by no means enough for a proper understanding

. 6.3. As I h é‘saig/earlier, élmést‘all the scholar-poets of the
Hindi ritj schoql ¥o¥iow/the convention of writing archetypal verses to
illustrate the varjougconcepts of poetic theory in their .lakgana-grantha

yliér that these archetypal poems. should not

. - . . . a
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0 e conrused with love poetry of the rasira genre Now I will briefly s
try to explain rhe function of these archetypal poems in'the Ras%kaprtya. .
k4 »
I would like to hypothesize that the archetypal poems in the
Rastkad a2 _represent a poetic design involving actual 1life s1tuations
as may be consis t with a particular poetic concept. 'This design {s
- intended to be acquire a literary connoisseur or an aspirant poet “
,on the basis of which he cam~learn to appreciate or compose poetry of the N
is design forms*an 1ntermediary link between a~poet1c * . _°\

¢

°
-

l

of *the reader of the Rasikapyiya abgut, for instance, the concept of !
- srngara rasz on the one hadnd, and the actualalife situations which form
. the Basis of the vibhava aspect of this rgSq on the other.! A ' .

' - - B ’ R ~ . .
- . ©+6.5.1." In order to explainsthé manner ‘in which the archetypal vetses
. of the EUStxaprzya serve to ogjent the m#nd-of the rfader to the content,
oﬁ poetic concepts they illus¥rate by invoking a spécific kind of experience,
I reproduce below.a Rajasthani couplet and discuss i meaning:

-

Mahima oharata desa r%, Jaga mem bahu,vikhyata /
Jzna mem rajas thana ki, samata kar? na jata //67 (

P ” " The glory of the land .of Bharat is well known all.the—*”’/
R . . world Oiffﬂ—kgg’glthln it the land of Rajasthan is matchless.

. § . . :
he meaning of th1s couplet is qo%te Stralghtforward except in one instance,

//’///, \i.e., the ocecurrence of the’ Hindi*UrdQ postpositidn k7, "of," instead of

R .« %he regular Rajasthani ri, "of'" (which, however, does’ occur in the first

' ' line of the couplet). Ord1nar11y one would be tempted to regard the occur—

N 5 rencevof'the postposition k7, "of," as a device to avoid repetltlon, or .one

; ® ///: " mlght poszt the”occurrence of this k7 be1ng a feature .0f "a dialect in which N

L both postpositions occur, -and so on. All such expianatlons would be *

' plauslblgeié-we did not_ know, some of the poetic conventlon .Of RaJasthanl .
poetry 1. have come acrOss a variety of Rajasthani texts in which all the . “
L characters belongl to the Wuslih,royalty of Nerthern India do not speak * )

] " in .first perso AnQ%aj ghani. - Almost all such characters either speak a . . —
varlexy of Hji dized Rajasthani_or ralghtforwardrggndi ~Urdu. It seenis :
the composer of thrs\coup\et has deliberately used the-Hiddi~ |
positlon«kz "ofy" in .the secopd’IIEe’tp highilight an 1mportant .
-, “historical and politlcal fact. YI take it thatgothe comppser of this couplet
) is himself a native speaké; of Rajasthani, and by the, use of the Hindi-*
Urdu postposltion k7, he is: rem1nd1ng his reader. that he ls, as far as th
secOng ling of this couplet is conoerned quotlng the Musl}m royalty of
' Northe India. It is ome. thrng to sing the glories ‘of oners own native
* land, but ™t is qu1te another ifr sqmebody else ‘does that. ~As far as a
. conn sseur o asthapi poetr9 'is’.concerned, this insignificant- kooklng
tpficient to trlgger his memory about the
: he more he’delves deeply into the history
of Ragasthan the more he wlli.underscand and appreciape the significance,
” of the mean;ng of the'above-noted colpbet. In otherlﬁéaqs, his- post=- N
position %7 is capable of triggeri the memoty or/a connoisseur about w'

- »
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the history of Rajasthan and would this enablé him to have hourshof .delight .o

over this ,simple-couplet by delving -deeply into its meaning.68 -
. * ‘a . « ‘
The occurrence ofttﬂg‘Hindi-Urdu.pogfpecﬁtion’ki in the above-coyplet

does two things, i.e., (i) it ipdicates that e second line is a quota- .

. tion, and (ii) it serves to trigger the memory of a connoisse?;;ibout the
Y

. history of Rajasthan. ,The archetypal verses of  the Rastkapri iiz/have—\\\J)

similar functipns. . .
6.5.2. Since I have already discussed the notion of srngara rasa . /

as it occurs in the Rasikapriya in some detail, I will limit myself to an

explication of the function of archetypal verses in this work by discussjing

Keshava's examples of !'hidden love-in-union'" and "open love-in-union.”" = |

I have already quoted his example of "hidden love:in-upion" earlier in sub-

- section 3.2 of this review. Keshava's example of "open love-in-uhion"
reads as follows: . -

- t -~ [ .

.

1

¢ . ‘Once Shri Krisna sat with Radb® fear
On the same couch, with/pleasure swayed, .

« . _ And she im mirrdr he}/ id peer . .
, P To watch—the splendoér of her face. .. e : )
- - Her form reflegfed he did 'see . I ’
. . In her red gem on forehead wofn S 7
‘ Which seemed as with her husband'b:ileaye = =  ~ 4 S T
,\ P Sitaji sat, in fire, addrned# ,LA~§‘-' n" L "HL l .
- - .t M . ' *
T ‘ Before I try to explain the. poetic design involved in these -two / R
archetypal poems, it is necessary to note the following points éEgu@;them. -
o These poems occur in the very first chapter of the book,-and thiis, . © T
v L the9\>§yeal the fact that Keshava's scheme in the Ragikapriya is to present )

LA - his systematization of 'the rgsika genre of love poetry in reverse of the , . .~
IR logical order in whigch "it would be ﬂescgibedfby a poet. Thisgan be easil

. . confirmed by examining a téxt such as Surasagara of Suradaga.- other.
Keshava starts with the end, j.e., the illustration of the love-in-unio .

and goes on to unfold sy$temati®ally what' leads to. that gnd. Such amlorder ~ .

. is exactly thq'opposite of what a poet would adopt in a- poem_and*is egtremeiy

.- . significant in d laksana-grantha werk sucf as the Rasikagriya. X :w,

L < T N M
‘ . ‘ Lp,is\ai§gfgoteworthy that. the female-superior, or inversg, position
‘ is the only- coital posture which Keshavadasa cites is an example of, "hidden
'loVefiﬁ;union:"P The othets example, which I 'have reproduced above, simply ' ’
: . describes the two lovers itting side by side. Radha {s looking®ip the mirgfor
: and Krisna is Jooking at'Her\i age reflected from the mirror in the red \
’ m’Eﬁé'Eémﬁeafiﬁng“Thesé—%wbézﬁa kés—of—tove-in-union~do hot say very . -~
. ﬁ'.ﬁ about the love*sports of Radhgggnd Krisna even if we suppose that . -
are love goqms\in the normal sens& of the term. Furthermore, it is .
. . notewdy thy that the lnverse position® is tﬁe\}ast coital pésture described
) a~8astra works.
c.° . . * ™ s .
N B ' \ Y ~ . < .o
) ‘ All th e points are quite obviops buta%héizx;ignifican%e may not - "
. be, especiall} to someone who is not familiafwith the tradition of the .- -
. [ o / R v A M
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. way. Further, because th& archetypal lovers of Keshava, i.e., Radha and

2,
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//,/These two traditions in. his mind @nd" ip ghe manner typlfled by Keshava by
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laksana-grantha genre Of the Hindi r{zz school. First of all, I would

. like to say that Keshava's “examples of “hidden love<in~union", and "open
love-in-union'' represent two extremes or cllmatlc episodes respectlvely

in the Krisna and“Rama legends. * They nét only serve to chafacterize the s
total personalities of the lover ‘pairs,.but also subsume within, themselves
whatever else can be imagined or presumed to occur in the lives of the two
.lover pairs which leads them to these two ends, i.e., the female—superlor
position of the coital posture in "hidden love~in~union," and Sita's
agnz-papzksa which marks the climax of the story of Rama legend (as far

as Sita's role in that legend is concerned) as sctibed by Tulasidasa in
his Ramacaritamanasa. The mention of the femaﬁifiuperlor position of.
coital posture in the example of "hidden love-in-union" and a reference to
Sita sitting on the fire to prove her innocence as descrlbed in the example
of "open love-in-uniop," are thus two. important de;\EEs _which serve to trigger N
the reader's memory about these two specific tradition in a vexy specific -
Krisna respectlveix represent both Radh& ayid Sita, and Krisna and Rama, ° .
these two poems also instruct-the reader- rbat~he must learn to synthe§1ze ‘ . A

means of these twe ~poes if he wagts, toﬁlearn to apprec1ate or compose (mun- <
dane) poetry of the aka gehré.. Innqﬁis Way they also Serve to characterize
and delimit the gpnten of the‘ﬂO&I dﬁ-srngarq rgsa as stipulated by

. keshavadasa by the usée Of the semi- ~tatsama spelllngs, i'e., srngara

rasa. Therefore, it would beﬂwrong to 1dent1£y these archetypal poems with

the examples of ,actual poetrgﬂc1ted 1nXWOrks on Sanskrit poetic theory.

The exemplar verses cited in texts oh Sanskrit poetiq theory, generally '
speaki are poems composed by varlous ‘poéts, including some written by

the w1 1ter of that text. Whereas the exemplary verses cited in the

sJs"<aprzya are all composed by the author of this work and s1mply describe

the poetic des1gn behind a particular concept in a capsuale form, if we
‘closeky examine theése archetypal versés and the concepts they illustrate in

the Rast kapriya and compare them with their counterpart in te; on Sanskrit

poet1c theory, we will also find that the archetypal verse in thé Raszka—

vriya reflect a’ varlety of social changes which t#te Indo~Aryan society ) .
in‘Northern India underwent during the perlod and form the basis of their ' 1
1dealizat10n as configurations o heroes and heroines 1n-¢he ‘poétry of Vew R Lo

Iﬁah-Aryan langhages 9 ¢ The existence of thi's sort of situation sets the
échoLar—poets of the riti school apart from their counterpart inSanskrit,
MoreoVer, as my discussion ‘of the notion of srnggra.rasa as’ it occurs in
'the Rasikapriya indicated, I would like to rsay that Keshavadasa's major,
contribution in this work lies in his effort to develop the conceptual
ftamework of Indian poetic theory to mdke it relevant to and consistent .

4

' . \<\<zl?h the literature of the New Indo-Aryan period. The archetypal verses

ERIC
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£'the Raszkaprnya are thus émbodiments of his poet1c design of this conuent.
It, therefore, bears repeating that the Saﬁskrit poetic theoreticians

described heroes and heroines in the context of narratives based on ‘M-F . -
legends. The scholar poets of the Hindi rytt school developed their con-
ceptuallzatlons of heroes and heronines on the basis of the literary trends
prevailing during their period, and Keshavadasa among others based his
description of them in his Rasquprzya on the cohventions of the love
narratives involv1ng F-M love legends. ,Because of a great deal of termino- .

o : o
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‘heroine is exactly the same as that-
darpana.

. <
. -x

. logical similarity betwegn Sanskrit poétic theory and the Hindi.riti °

poetics (taking the Rasikapriya as its example), as well as other reasons
Ih just discussed, thg archetypal verses in the later are probably
means of understanding Lthe congeptual framework of the Hindi
. school. * . ' . . 8
. 4 . 5 - - o .

text itself) by thé translator. Now I will briefly comment abou§f?this

translation.)

7.2. Fiqsé.of all, I would like to say that the translator has
performed a very-valuable service by making this rather inaccessible
text available to the scholarly world for *the first time. The other good

point dbout this translation is that the translator, due to his commitment

to bthe Fasikapriya as a "panegyric on love," has painstakingly assembled
references and quotations from a wide variety of.other works’ which have
ditect bearing on it. ' ) > T

h N ., Ly -
; However, ther2 are a few problems ab the text of the transiation
in its present form. The majgr problem, ®s I have said earlier, is the
translator's lack of'fémiliar Dwith either Sanskrit poetic theory or
ritd poetﬁﬁs, as well as hié& misinterpretatioﬁ*qg the contents of the
Rasikapriya. There is’ a great deal of similarity between Keshava's
Rasikapriyz and Sanskrit poetic theory in the choice of terms for key .
concepts. A variety af texts on Sanskrit poetic theory have already been
tran8lated in English and other, European languages. While choosing
English terms for 'such gogcepts, I wish the translator had consu}fgd some
of these works, This wou ave helped him avoid some of the sil
hé has made -in this work. or instance, in chapter (6) he translates the
term vyabhicari bhava, "accessory" or "transient emotion," as unchaste
emotion, Also Kegshava's classiﬁication of heroes in relationship to a

renders the same’ original “terms respectively as (i) agreeable, (ii)
(iii) dexterous,,and'(iv) brazen. It is true that the similari®y in/.the
terminology sometimes suppresses the originality of these works, but at

the same time an unguarded choice of a term~ip a translation can hamper
< . . .
a proper understamding of a concept. Such misthkes are, 1 am afraid, -

quite freqdent in this translation. Therefore, I duggest the reader of

+this translatian, if he knows modern standard Hindi, use TLakshminidhi

Caturvedi's translation ‘of the Rasikapriya along with it.

Cq N - .
The other major drawback of this work,in its present form is
an almost complete lack "of any bibliographic information in it. Thag -
transtator does not even tell us as to which text of the .Rasikapriya
he has used. ' ) : N -

1

7.1. So far, I have dealt with those areas ofthe oral and literary
twaditions of Northern India which, in wmy view, are pertinent to a proper
appreciation. of the Rasikapriya of Keshavadasa, but.which are not described
anywhere (i.e., either in the "Introduction" or in the translati;i'of the

y mistakes

of Visvanatha Kaviraja in his Sahitya-
. The available English translation of this work which I have used
. 'in this*eview renders these t@wms pertainimg#e the herlo, as. (i) impartial,

T(ii) saucy, (it} faithful, and (iv) sly.  The ‘translator of,-the Rasikapriy

~
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* Nagendra (1960), pp. 289-292. -

. See Chaudhard (l97l), pp. 48ff. ~

't

®

iterary tradition" to highlight the fact
\ as Hindi literdture prior to the modern

period is not written modern standard Hindi. It is wrltten in
Avadhi, "Braja and A
languages in the
years till they

the ZaKsané*grantra character of the Rasikgpriya by the translator,
who exhibits ample familiarity with the Hin literary tradltlon in his
"Introduction." Almost all hHistories of tHe Hindi llterary‘tradltlon
descrlbe the work in these terms without”exception.

The New Indo—Aryan .period begln? roughly around 1,000 A.D. when the
local differénces in Middle Indo-Aryan grew more and more pronounced.
See Chat'terji (1963), Section A, for further discussion on the subject.

»

See, for ‘instance, Chaudhari (1971), "Introduction,” pp. 48ff. Similar

views are also expressed in Chaudhari (1959), Ch. I, pp. 1l-44, and

4 Fog/z’sa:::al list of authors who follow this scheme in their works
‘Chaudhari (1971), Appendix 3, entitled "Ritikalina rasagranthom a’

'strictly speaking Nandadasa was not a rztz scholar—poet.

parzcaya aura vivarana" (An Introduction and Descrlptlon of rasa Works

‘of the riti Perlod) ¢ «lf . ,

t”- : '

,Representatlve example of thls category of works in Keshavadasa s

Kavzprzya published in Misra (1954)..

. Nandadasa's Rasamangjart published in”Brajaratanadasa (1959) can be

cited as a representative example-ofwthis catggorpvof works, thggghh*

_Keshavadasa s Raszkaprzya and several other authors listed in Chaudhari

(1971), Appendlx 3, represent this trend t ,

Keshavadasa s Chandamala published in Misra (1955) is such a work. '
Therg are several other works & metrics like Kharaida (1942) and
Lalas *(1967) dealing with specific conventions within dzngala

- poetry of Rajasthan. - .

The uarnaka works are probably the least known category ‘of works..
The only work I have seen in this catéBory is Nahata €1964), which
also has an excellent introduction on,  the subject.

. v ,,
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_ié3 Nandadas4’'s Anokarcha dhvent manjari and Namamala, publighed in
K Brajgratnadasa €1959) are two such wcrkZ written in.BraJa? Several

sueh Rajasthani works published under the collective title Dingala-
~sa are contained in Bhati (1956~57). N

A 3
» & o

- /s . S et

13." 1 am’ assuming here that the slxrold classiflcatlon of riti works

does not exhaust the possibility of inclusion of other works like

barahamasasas, nakha-8ikha varananas, etc., Many of these works were
. written by way of illustration of .a partlcular genre and thus ought to " - .
. be included in the cateégory'of riti poetics that they have altogether
ignored the study of various literary genres of the period, with the g
result that a proper apprec1ation of what could broadly be called the ‘
"Hindi r7t7 tradition 'is still a matter of discussion. Further, most
of the discussion on the Hindi riti poetics<does not _include a wide
variety of works written-in Rajasthani (or dingala as it was called
earlier). I believe a thorough investigation of these Rajasthani works
is likely tec reveal more divergence between Sanskrit poetics on the
one hand and riti poetics om the other.

4

-

L3

14, ,For®an English translation of the Sahz*ya—dar*pcma of Visvanatha
Kavirdja, see Mitra (1875) ‘

15, For a further aiscussion of this magter see Diksita (1956), p. 256

16. Most modern scholars of »iti poetics engage in such pursuits becausé
6f the apparent termlnolegical similarities between these two schools
in the limited areas®of smgara rasa and nayakagnayzka bheda. While
I do not want to deny the worthwhileness of such pursu1ts, I feel that
"all the categories of the laksana=grantha works of the riti school
should primarily be examlned as a product of the intellectual activity
of the New Indo—Aryan period. . )
Y .
17 It seem$ that most historians of the Hipdi 11teraty tradition have
failed to account systematically for a- variety of works which have
- come to light since Ramchandra Shukla wrote his famousy history of Hindi
- literature For instance, there are a variety of works like
- Fravinasagara (which was originally publlshed in 1867) which are not
even ment ioned in any discussion o e subject. I understand that
his work was extremely popular id Rajasthan. ..The importance of a work
like Pravznas ara lies in the fact that it covers almost every possi-
ble topic in riti poeticsein a single volume. LMy other e }@mple of wo;Rs
“J"not @iscussed by*scltolars ommjlindi is MaharaJa Budhasingh Nehaﬁarmgd ‘\
’ wr1tten 1n 1729 reported in Menaria (1958), p. 124 . - . .
< .

18. I am using the term '"love" in this review specifically to refer to tHe
. Indian notion of love which I believe is signifjicantly different from:G .*

fts Western counterpart Therefore, unless otherWise specified, the
occurence of the term "love" throughout this review should be interpre~
ted as "Indian notion of love "

19. For, a description of some of these lesser knOWW'narratiyes'see
Bhati (1961), Bhati (1963), Menaria (196?). Prasad (1960), Singh (1965),
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Mendria (1958), Sharma (1972, Bhanavata (1965), Harish (1266),
~ Nahata (1962) Daiya (1969), Goyal (1969), Sharma (1961), and Vijaya
© (19/1), and Temple (1962) and (1963)

H »

U
20. Fox a discussion on this matter, ‘see Williams (1972) "Introduc ion'
sedtion V, pp: 13-18. ‘

)
.

-
»

21. For a description of some of the generic characteristics of these
works, ‘see Nahata (1962).

22. .Sele Goyal (1969), pp. 143-164, as well as several oth€r avaiiaﬁle
” sgurces on the hiszory of the Hindi literary-tradl lon, fqQr further
information in this regard, =~

-«
0

23. See in this connection the "General oducfion" -in Ingalls (1968),
-artlcularly the remarks on p. 6-that ''Sangkrit was, therefore, divorced

anguages derives much of its strength.'" I must, *however, sa at I
An not in agréement with Ingalls on some of his other conclusions in
s "General Introdaction.”, % .

- rom an ared of life whence the poetry of what I would cali/E;ff%;tural

24, ThlS problem has been discussed to some extent in Williams (1912),
.‘espeeially in sectiom VIII, pp. 33ff

€ - |

.

25. |in spite of the immense popularity;of some Sanskrit works like the
Bhagavata vurana, etc., among the various vaisnava sects, ‘I am in-
clined to believe that)the various trends w1thin the Hindi bhakti
.- |poetry bf the New Indo- ~Aryan period orlginated in the regional
languages of the area independently of such works. Such a statement.
{ican be made about the Krismaite poetry with more certainty than about
“|the Ramaite poetry. Both the dramatiec form and -the continuous growth
‘lof the Krisna legend during the New Indo-Aryan period are such factors
{ |which cleafly point to the oral tradition as the primary source of
this legend. Hein ( ),_especially Chapter 9 entitled "The History
of Krlsbgalpram f1 Mathura,' has some Very eonvinciﬁg arguments in
his regard. ’ - ‘-,

s N ’

bimock (no date) after discu331ng the importance of the Bhagavata i
+  puraga smong the Gaudiya Vaisnavas'of Bengal rightly observes that . «
"This however was not: the doctrine preached by Caitanya: this was the .
> dpterpretation of Caitanya' s life. by his later followers." See also ‘
-_the section en "Masculinity/feminity and some problems of sectariahis

i ~Dﬁnock (no date), ‘i"b . . A
. - — s = ._J?' i
26. THis may souﬁa like a strange assertion to sdme whq‘aIw ys insist on, Ly

the pfimacy of Sanskr over the'Newdndo-Aryan traditions. See van .
Vu itenen (1966) for si&és%nterestlng. scussion on this problem.”” -
. e : e
27. T have excruded from consideratidn a~variety of narratives in the M-F
category where legendary_heroes or heroines confront certain villalns..
For instance, in Dhola—M&ru, Malavani, the other wife of Dhola, figures
as a\prominent character. Similarly in Krigna-rukamini r7 bell, -Shishu~
pala wants to marry Rukamini who, in turn, intends to marry Krisma. 1In Some

. L]
. . . K v
'S wer, ™ ’

(D ;:) I ‘{? -
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cases it may not be clear from a poem as to
patterns is intended by a poet.  Jayasi's‘Pddm be cited gs an

_~~example of such a narrative. in which Nagamati—a Padggy%ti figure as
~ °  go-wives of Ratanasena.~ Off ‘hand I can say that the story of Padmavati
involves“®patterns of both_ kinds of love legends, -i.e., the Telationship-
"between Ratanasena and Alagamati proceeds on the lines of M-F, legends
whereas that between Padmavati and Ratanasena along the lines of F-M
legends. 'All such problems need to be properly discussed and explored.
further. Also, in addition;to the conventions regarding the leading
characters, there are a variety of other conventions which I haver de~ -
liberately left out of consideration in this review. For a brief dig-
. Cussion about some of these convenpion5~se% Williams (1972).. .

3]

The notion of "illicit "love" is discussed in ﬁasgupta (1962), [::~/,

)

"Introduction," . 0
The expression "winning their loves" is intended here as a broadest
- possible characterization of the loving relationship between a male and

a female in the M-F'love legends. ‘ : R .

*

The description of ‘the baeauty of the leading charactetrs in the F-M
poems is largely a matter of poetic “improvisation and” imagination.
Significant differences exist between the F-M poems on the oJne hand .
and the M-F poems on the other in this matter, especially in the at~
'.Qention paid" by the poets of: the F~M poems to the | escription of the
beauty of their heroes. See Agravala (1972) ¥or Aurther discussion on
[ d ’

this matter. Lo . X '
I am’inclined t6 say that Radha, the well~kn beloved of K af/fg////////ﬂﬁ"’

ris .
a product of the poetic imagination. For views concernigg/tﬁé/Sevelop—
ment of thé personality of Radha, see Mit 19392*/D§§gupta (1956),
and, Upadhyaya (1963). Various versions g [ira-Ranjha legend as
mentioned in Hasan (1973) also bear th tatement out.

' 4 o

\

It may be worthwhile to point out here that the marriage between a hero
and a heroine is not the sole'criterion for interpreting a given pair
as an M-F or F-M pair. For instance, in Malavikagnimitra of Kalidasa,
’ Malavika_ultimétely gets married to the king Agnimitra and fhus becomes
‘a sdakiya heroine in the usual|semse of ths term. However, it is the-
) first wife of Agnimitra, ‘Dharini, whose son has legal inheritance .
'f'rights atone, who is the M—F?hefoing;from the point of view of the dis-
-tinction I have made. s On the othet hand, Malavika, though'she is-marr
to Agnimitra, is merely an object of "love," and consequently the cri
teria of M-F legends to not apply in her case. .

AT
+33. I 'am indebted to Rby {1973 for %he motion®f "mother gs,
. respect object." . g e -’

¢

T ' | -
34. Vaisnava poets of Bengal expressly regard Radha as‘a parakzya hegoine
who is married to another man. However, the Radha of the Hindi poets
is secretly married to Krisna,*and this fact~1s known only to a
selected few female friends of her. As £ s her public image is
concerned, Radha is always depicted as the virgin daughter of Vrisabhanu.

’r - = /
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36,

39;’

/x/(////P See p 262/0f ghis work:
] / :_',' /

L5,

I am indebted to Eddard C. Di?;ck/
status of Radha Bengali Va \

"Krisna is descr

7.

e r§‘which need satisfactory expldnation.
For ingtance, most Sufi lov poems are tragedies, only some Yover pairs
acquife a legendary status’bdt others do not. - I hope to d¥scuss some of
thege matters in my reV1ew/of Hasan (1973), :forthcoming. / ' ’ -

Zélé/;;intaining thaf/there is no fundamental differdnce-between mun-
dane and spiritua love narratives, I do not mean tg deny the dis- ,//
tinction betweep”a myth and a legend in the conte of the Indo~Aryan
oral traditiops There are a variety of ways in which the oral tyadi-
tion recognjZes such a distinctiop Howevery, & discussion tﬁcse

ways is oytside the scppe o is review.

-

- / . . . "T
See Capurvedi (4966) for a description of fhe Santa bHak
Hindj poe . - g

';c- Gupta (1968) and Menaria (1969 fbr a
school of Hindi poetry. )
Tulasdidasa is probably the best ¥nown amongzthe
For: discussion o;,the bhakt< /aspects of his

See Swami Bhakti//rdaya (1965), "Introduc
on the notion -6 bhakti-raga.

Scription of Ktisna bhaksi

ama bhakti poets. -

on," for further discussion
-1

igg ‘ted /to Prema farupa (1969% for the notion o ti-ka -

_The term rasz a as employe / ere has different meanings. In one
“sense._it reférs to the s ggra,/aa poetry, and in the other to a con-

l
term sahrdaya, “con
. - 3

fiis matter in some detail in the next section.
o point out that the fusion between the spiritua

ere

’glll discuss
notion

ould likc

/of prema and the biologicai notion of kama was carried out—by ‘the K

bhakti _poets of the Hindi area, Scholar-poets of the rztg/school

elaborated their classification of ‘heroes and heroines on the basis

of the-ledds p*byided by these\bhakti poets. -An excellent Tiscussion
subjec occurs in Mittal (1967). ‘

[y

oetic traditions, are discus . a variety of workss Most important
anong them are Snataka (1959Y and Singh- 7(1959) . / HBowever, . there are -
others liH Tiwari (196 ,/Kanti (1962), Gupta (1972) Nalina (1966),
Jhari (1970) and Bhapd¥aja (1972) whic also ‘have a bearing on the
subject. . .

N~

‘ }/sc;ool of .

v

poetry, see MW




45, The two fun:éiégs of a female, i.e., as a wife and a beloved, and
/ the two funcfions of a male, i.e., as a husband"and‘a'lover, are
generallzéképt apart in the love"narratives of Northern,India by
having ty6 female partners of a male —-- one as a wife and the other
to make/love with. Dhola~maru ra diha and Padmavata-illustrate
this gltuation very well. I believe Keshavadasa's Rasikapriya is
probably the only work which posits a synthesis between these two
' fupctions on a conceptual level for the first time.
or a descrigtion of. the mundane rusiZ; poets of the peridd, see
Shukla (1960), pp. 297-369. - ) ' P

For further discussion on this matter, see Nagendra (1960), Pt. II,s
Ch. 1, pp. 159-164, - o '

A discussion of exegetical conventiqus of the laksana~grantha
‘works and other related matters is an independent topic which
» cannot be discussed in this review. However, a brief account of
some of these convéhtagns may be founq.in Visnusvatupa (1963).
L TS I
I am particularly fH?Erested here in two sor f conventions, i.e.,

(i) pertaining/to the genre of a parficula ork, and (ii) intentional,

inwoke some/
.»in- the reg
/

7

4 | . N
50??/%h%ré | e . sixt@en chapters in the @gsikapriy&. Their titles
i g ( ; i6n and Blessing, (2) The Nayaka, (3) The Nayika,
,// ) ting of Logers, (5 ere Lovers Meet, and How? (6) The
, t ////<,w Emo®tons, (7) More Nayikas, (8) Love and Mhe Ten States, (9) Arrogance,
(10) Ways/to Remove Arrogance, (11) The Separation of LoVers, (12) .
Love's\yessenger, (13)\ The Acts of Bosom Friends, (1%) Lamghter, and 4,
Other Sén;imenté;“(lﬁ) The Kinds of Poetry, and £16) The Defects of ‘

.

i.e., the Z;z% used.by a poet with a, cular intention.™ I will °

. ¢ o - L7
f -these conyefiticns pertain to the Rasikapriya {////;,
of this settion, . : . )

2 4 - -
! | v [ ,

. _NDbhakti Iyric,‘being! means of evoking tﬁ;/spiritual—esthetig// &
experience of .Dhakti” rgsa and bhakti-kapja~rasa (in its esotepic sense),

" is thus a special kind'of speech act. «I-am’stressing this nétion hete*,
to distinguish the bhakti lyric from a "prayer." For a description of
the notion of."speech-act, see Searle (1970). s : R

. .

o

For a systematic fzﬁg;nt'bf'the vérious:Krisna bhakti sects, see
Mital (no date) and Gosvami‘(1966). . '

; . - . ', \
This distinefion betwegn the public and private images d% Radha ﬂ&
sets’ the Rrisna bhakti i the Hindi'area apart from.the, tradition of
“the Gaudiya Vaisndvas of Bengal. It has some important philpsophical ,~
implieations also. ** V - v N ) -

. . - . ’ » ’- . . . /

"54. " For instance, Visvénaﬁha.Kadirgggfaiscusse /fﬁgr kinds of love-in~

* ‘separation as described by KesHdva_ in chapter (6) and (9—11?‘// ’
" without taking an%‘distincg}qf“Bétﬁeea—vigggﬁ any vipralambha.,

PSS
R C - .30




58,
Msg,
60. -

4 61.

62.

. 63,

. 64,

6;’ “The synthesisiof the conflxttang pafms of %adha—Krisna and Sita—R;ha "
in the archetypal per90ns gkadha and Krisna in the ,Rasrkapmyct 1s ,
<+ an important instance of s a social change. A number of oth&r such'
». change§ can be g od 1y inferred by comparlng the Raszkaprzya with a-- .

4

. Misra (1955).

\

For a discussion ofcthls notion see Premasvarupa (1969), p. 200. .
The notion of gremavarctt a in Yjjvala nzlamanz of Rupa Gosvami b
or vryoga sritgara in Rasikapriya, if I may conJecture, is a product

" of loge narratives based on F-M legends.
{ L 4

= )
For a discussion of these conventions in the Surasagara of Suradasa,
see Tiwari (1966), pp. 80-227. , - ‘ o
© T 2

Sandesa-rasaka is a mundane love narrative deaiing with love—in-
separation. For an excellent discussion as well as a Hindi transla- -
tion of the worksy, see Dvivedi and Tripathd.(1965). -

. / -
See Williams (1972) for an English translation of this segment of
the poen. ¢ \

I hope to deal w1th thlS matter in detail’ elsewhere, but the point
I am trying to make here about the distinction between. pravasa and
viraha is obv1ousp o - °

N ¥
A ®

See Mitra (1875), Ch. 3, section\BA, P 56,

-See Mitra {(1875), Ch. 3, section 65, P. 56.
- o 4
~Thre occurrence of the term kpka kaZanz—pravtna, 'expert in the arts .
‘described by Koka," here signifies a reference to the‘Koka—sd!trd ’
of Pandita Kokkoka, an’ English pfanslation of which is Comfort (1966).
I may also point out that Ko -sastra is probably the only work of “its
kind which influenced the/b%&ktz poets of Northern Lndla.
] A .
This 1nformatloh is based on. D1k31ta (1967), P 29 .

This work is published in the collective works,of Reshavadasa in.
‘ /

&

- -

Ad )

o .
The translator of the Raszkaprtya avoids the technlcal aspect of

wie notion of hava by rendering the tlt this s®ction as "Emotions
Arising from Love of Radha and Kr1sna. Fon a ﬁ}scussion on the .

subject of body language, see Fast (1970) . . L
~ ~o t .
A list of these.twenty~eight graces of a hw{6ine is given in S&kftya—
_darpana of Visvanathg Kaviraja, Ch..3, Seqtion 124b, p. 81.«" . .
\

Thls couplet is c1ted ﬁrom Sharma (1954), 'p. 1. ] ' .

6)» d!_
"leightful;y musxng over sgmething'" ii\one of the'wéys°in which* .
the notioh of ras@ is ex ‘ained as ''the’ inward experlencé of refined

/”%//xgpprec1ator” by Bhattanayaka.t See Mukherji (1966) pﬁ 284ff for a
' d

iscussdion.of Bhattanayaka thecry of bhoga, "esthv5ic enjoyment."
Vs ol K\

suitable text. 6n.Sanskrit poetic theory. 4 .

] .




- ;’5 —‘\.'
. J . \
REFERENCES \\

4

Agravala, Purushottamadas. HindZ krisna-kavya mein rupa-saundarya. Jaipurs,
Raushanalala Jain and Sons, 1972. ' B ‘

Bhakti Hrdaya, Swami, tr. Sri Rupa Goswam;. s Bhakti I’asamr"i:a Stndhu.
'\lrind'ab"a’n Instltute of Oriental Phllosophy, 1965 N

.Bhanavat, Narendra. Ragasthanz beli sahztya. Uda1pur° Rajastﬁan Sahitya)
Acadeny, 1965.y- ) ) . ‘
. N «

Bhardvaja Jagdish Kr%sna-kavya mem ZzZa-varnana New Delhi:” Nirmal
Kipti, Pub11cat10n, 1972, ‘

Bha'ti', Narain Singh, -ed. Dingala kosa. haupasam (Jodhpur)
. . RaJasthanl Research Institute, 1956-57

Bhati, Narain ‘Singh, ed. Rajasthani saliitya ka adkala. Chaupasani
(Jodhpur): Rajasthani Research Inst}.tute, 1961

-

Bhat1, Narain Smgh ed. Rajdsthan? Sahttya ka madhyakala. ~Chaupasani
, (Jodhput): I)l;]jisthanl Research Institute, 1963 S -

°

T ./
Brajaratnadasa, ed.. Nandadasa granthavalz. Kasi: Kasi Nagari i" .
¢ Pracarini Sabha,  1959. APR :

- .

" N = ] - ) . - ' (X2
Caturavedi, Lakshminidha. - Keshavadasq ki rasikaptiya. Prayag: Matri
. Bhdsha 'Mandira, n.d. ‘ . . ’

Caturavedi, Parshuram. Uttari -bharata ki santazparmpark. Allahabad:
Bharti Rhandar, 1966. . = . e g

: ’ ’ . * : '0 . :
Chagterji, Suniti’Kumar. Lar_;%aages and Literatures of Modern India.
Calcutta: Bengal Publishers Private L%d. , 1963. ,

Chaudhari, Satyadev. Hind? rzﬁzrparampa;c ke pramukha acarya. Allahabad:

'Sahltya Bhawan 1959. , v { -

. C audhari Saccidananda. thzkal‘gna z’asa-sastra. Kasi: -Kasi Nagari -
v Prdcarini Sabha, 1971. 7, . :
Comfcr_'t, Alex, tr. The Kokd Shastrd. .’ London: Tan.dem;Publishfa‘.ng,:
Company Limited, 1966. ' . 3 e

P} < -

. - o ] S ;
Dasgupta Shashibhushan. Srz radha ka krama vf%asaf Varanasi: Hindi

Pracanak Pustaka‘lya 1956. S o ¢ .

N _ ’ ' d'im
;’ ///\\Pasgupta S. W4 sttory vf Sansk}phbégtera#uﬁqu4&53%&&%&1‘3@“&63° ?

cutba° nﬁersu:y of Calcut:ta 1962 . -

2 - "‘ ! - _ . . " o

Daiya, Punama. Ragasthanz bata sahitya. Udaipur; Rajasthan“Sehitya . :'
: Academy, 1969 ’ ~ y . ’




. .
L . 9

. Diﬁsiga; Hiralal, ‘anrya. edavadasa, . Lucknow:, Lucknow University, ©
% hal > .. - ,' ‘

‘ ... ‘\ , 19 56 R ’ .
; R .. ” - . -
. ' . . Diksita, Pardipa~Kumar. N&yaka-naytka bheda aurd raga—ragznz vaggz-
N - karana, tu? twaka adRyayana, Varanasij; _Bhg{atlya Vidya Prakashan,
: N ) . ~r "1'967- y .. - .ot ' o

. N > + 3 PO

D%mock Edward C. Jr. The Caztnya-Carmtamrta of+ Krgnadasa Kavzraga,
i, . . (unpubllshed manuscript), n:d. .

. R . ' . t .
N . . Dvivedi, Hazari Prasad and Visvanath Trippthi. Sandeéasr&sgkqo <Bombay:
* s ' - Hindi Grantha Ratnakar (Private) Ltd.,} 1965, VoS .

.t v

Fast Jﬁlius, Body Language New quk: A Evans and"Cg Inc‘,_l9709

. t Goswami, Sarana Behar1e Krtsnabhaktz kavya mgm sakhtbhava° Varanasi:
SRR . The Chowkhamba Vldxsbhawan, 1966, ° ; . '
~ ( | )
‘ . Goyala, Ramgopala.‘ Ra;ésthana ke premakhyana. parampapa aura pragatzﬁ
M . Jaipur: Rajasthan Prakashan, l969a . , -
v . \ N

< L “« ., Q . )
* mﬂuv_’f/_;,>//’thta{/gagdish, Krzsnaibhaktz kavya Allahabad VaSumati ‘1968.

. . Gupta, Ganapﬁtichandga Bharat%ya sahztya ma% srﬁgara rasa...- Delhi:
\Tx National Publlshlng House, 1972. . ‘

) A
. -

. .-l‘ ‘-A.-L-'—\I ‘ A . \._._..:‘ ¢ .
N . Harish. = Adikalina, hzndz sahttya Sod%a Allahabad: Sahitya Bhawan .
. ! / S x(Prlvat?'e) ;Ld,, 1966, . ‘ ' N : )
- R -Hasan, Mumtaz R Th@ “Advénture of “Hir and Rangha (A Classié .
O e e ~Tote StGTy by 'Waris-® Shah9 % Landon: Peter Owen, i973. ./
. ’ B ! -
o i ﬁ f Norv1n" The Mzracle Plays of Mathu¥@. New Haven and London: .
\ Yale Unive .

N ' ' -

ity Press, 1972. ‘ ’ E? - :

N 3

. Ingale, Daniel H\ H. Sanskrit Poebry Cambridge: Harvard Univsrsity

-

. d o Press, 1968. l .
’ N - ) . . ‘ — ¢ ) - f

' B Jhari, Krishan Dev. Madhyakalina krisna kavya, Delhi:- Hindi Sahitya
T . Samsara, 1970- : co : 'H. .
"/ R ¥ N v, A \.‘ .

i . » Kénti, Mithilesh Hindi bhaktz.srngara ka svarupa. Kanpur: Caitanya

. ° . Prakashan, * 1962, - \ , :
, - " Kellogg, H. Se, A Grammar of the Hindi Language.,,ﬁon Réutledge and

, . Kegan'Paul Ltd., 1955 (reprlnted)

.
4

. Kharaid, Mahatabchandra, ed. Eughunatharupaka gitaplrau, "Kasi:
, m Nagari Pracarlni Sabha, 1942 . v g L

Lalas, Sitaram, éd. Charana kzsanagz adha, raghuvaragasaprakasa.~
) . *Jodhpur: Rajasthan Oriental Research Imstiture, 1967,

. -
s . * . § . [} 4
. N 4

Q voaSs . ,

- ‘ o 4:1. .
L . A - \

4 .
Y \

-




| - P - 40 -

‘ b4
'y o - .
e, LY gougimpyout truth's eyes . -
X bgrnihé down the heart's settlements &
. ' surrounding, uprooting, imprisoning us;
we're part of the king's paraphernalia,
¢ - %, * . :
Just “then from amongst us
o . someone escapes like a gyoan
' ] and with thé packed Qurbér—e;Aam,
' " I too am shaken. *+ . "« -
N s 5 The standing columas
) ~of armored compromises
are still with suspicion,
and grave bearded generals i
who hide in theig@héarts a second jaw .
~ y a second beard - ) _
‘wise from a hundred experiences
of double-facedness
cringe,

<

- - But someone has reached'
the other side of the watchfowers
. . is lost in the thick forest
" among dark dome~like hills
and it seems that in tHé unknown
, -unnamed mounfatn passes
; in truth's sHarp undefined reflections//
, o . is gathering an army
‘ . Whose bloodheavy voice of determinaq;oﬁ//
\ shall avenge the defeat ',
and our anguished hope* Y -
once revealed become upedhquerable.. -~

. .
' ' -
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- N ‘ R THREE POEMS

THE ERROR

, . , ol o o " Translated from
toe : : . the Hindi by Arvind
' Krishna Mehrotra

Weapon~clad e
sits Error ’ .
» . upon the heart's throne,l -
- reyes burning Tike rock . -
e an armory alert and- glitterlng )
-The ranks stand *in. the thousand-pillared
) . arch—supported
. . ¢ Durbar-e-Aam ’
heads bent | . .
. ‘ ¢ in dumb  salute,
) Before them .
is a gnashed, bruised and strangely restless “
s face, e
those who see it, shiver. oy o
The man hi/self is tall sand shackled
, A his body covered with rags
) and marks of blood.
. He is the captured Faith - : .
& . . looking straight into the rpyal eyes
igh eyes that crack like llghtning
He's silent. .

\

. - All are silent
governors, poets, -sufis
Al—dhazali, Ibn Sinna, Alberuni N
the wise, warriors, generals all
' > are silent.

If then someone had‘thought:

Dense black shadows cover the land

The royal armor is only clay ' : :
He -- that heap of sand -- is the King of Kings
0f royal decrees a hush Tremains . ., . .
o (But no,

) the times we live in are viper-bitten.) ‘

Error, °
- whose "coat of mail is your apathy, my impotence, °
turns ferocieous; yes, the\tyrranical lord

L * "
"% A

Q . ‘
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e, . ¢ gougietppout truth's eyes .
% bgrnfhé down the heart's settlements &
’ surrounding, uprooting, imprisoning us;
. we're part of the king's paraphernalia,
Just “then from amongst us
someone escapes like a gyoan
and vith thé packed Durbar~e;Aam,
I too am shaken. ¢ ° -
s s N The standing columms
. of armored compromises
are still with suspicion,
and grave bearded generals
who hide in theigwséarts a second jav .
~ y a second beard ’ ’
‘wise from a hundred experiences
of double-~facedness )
cringe. :

. r"'

But someone has reached' jf.
the other side of the watch¥fowers

. , 1s lost in the thick forest

among dark dome~like hills

and it seems that in tTé unknown

, -unnamed mouniain passes .

in truth's sHarp undefined reflections

- is gathering an army . ///

" whose bloodheavy voice of determinaqioﬁ//
shall avenge the defeat i
and our anguished hope’

once revealed become u querable..~
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- THE ZERO ;
s-a jaw
€ void inside,
e-jaw has carnivorous teeth;
they)éhall.be eaten,
you shall be eatehn,
The habitual need
of, our angered insides
is our temper, .
and the jhw's:innermqst dark gorge
.~~~ has“a _blood-pond, «
Such is this space .
totally ‘black, batbarous * naked,
.- dispossessed, small, 1
L i [y .
self-immersed, o - '
I excite 2t . .o ‘
with-word and deed,
scatter

Those whé cross my path .
¢ . . Wwill from the wou
. . get the same, .
, They'11 ead . R
stribute it among people
.- ~generate the children of nothingness,
- Durable « ¢ _ )

and fertile void. ]

Everywhere hell-saws, daggers, s@ck}és

sowing -and reaping’

of meat-eating teeth,
++ So wherever you look .
'to a carnival of dance and music )
death is giving birth to fresh children.
Seeing everywhere serrated mistakes,
armored faults,
the eartiy~rubbing its hands, .
\moves on,

.’)
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- Lt AT EVERY STEP', PR
A . - - .
. e s . S T e ® .
o . . . o - ’
R " ‘Crossroads . ' "\
. T ' arms outstretehed . ,
| . . meéet me’ ‘ -
» . . - o hd .
at every step o
leap a hundred directions ) .
. SR * I want to explore - : N v
~ e their experiences and dreamsg{x ' . . '
all seem real; MEREAE , .
] I"want to go deeper- .
a restless curiosity within me
T don't know what I'll discover. -
‘ -, I imagine in every stone
3 . * a burning diamond, ’ .
a : in every breast an impatient soul,
| S ' . the transparent river in gentle faces;
- . oo ‘that each voice has an epic-angst, ’
; ) ) I wish to embark upon gvery Journey
| - o . swim through every heart, : 0
3 * this is how I give myself .away —- fragment.
K It's much too strange. > .
' K .. I keep, wandering -
| . , R am often deceived, . o .
. _ 1 delight in seeing ’
myself cheated. .. .
) o ° Even in me, L.
' o, ~ . sits a happy fpol co-
) o Mdrunk upon sadness and ‘mad laughter, ' : .
. the world is its®own neme31s.

N I ‘ . -

These advancigg crossroads L.
T ’ “ where I stand and gossip, - .
: take away my stordes
give me others . 7, . /
. . "« .- I find a novel p

el .

tales of distress, grievances,

ego—analysis, yarns, - .
I listfen to the spirited verses and psalms
of our times,

1

t

*

. . Poems make love .
vie with. one another, :
" are sacrificed upon the fire-steps -
of livipg/dying. : - ‘

: J .

3
' 4 i
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When I return . .
- carrying frightened symbols
or grlnnlng images
metaphors meet me at the threshold
‘. . ‘and say, "You have to live-
another hundred years."

3

~ Even at home
: crossroads at every corner . ’

, - a hundred directioms with outstretched: arms,
o “"alleys, lanes; thoroughfares branching;
everya'ay I encounter ,
a hundred untravelled experiences
and I think - . . -

the writer's predicament )

‘is not having too little

but too much to say, -

his anxiety, the choice He must make.

. .

.

kY

. v
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. traditional, modern and"contemporary literature one has’ to ask: What is

™" the Rigveda, highlighting the tragic moment, when the hero pleads with the

. < .
. . .
s i
O
. » h e

contemporary, which is not in the "ancient-modern." For, instance, the play .
" of Kalidas, VZkram-Urvashi, must have seemed very modern to the fifth- Sy

>

e

t \ N e
T . . ‘
b ' ) o ‘\ ) * &
\\G . @
| o .-
& ' . i
fulk Raj Anand . o ;o
. » . LY K ) ‘ l
. / ‘
TRADFTI&? AND MODERNITY IN LITERATURE N
, : :
f ' - . » % . ‘; |
. . . ¢ -
. . Observations by one

w : . @f India's leading

‘ . novelists - 3
: : . ‘ ‘c//; '
- N M . 4 § L I

-
-

. B \‘ -’
There is much talk about the texrms traditional, modern and contegﬂS;aryi. =
which confuses the issues in Art and Literature. Thus in -talking about

traditional? What is modern? .And what is contemporary in‘literature?
Tradition is‘coﬁmqnlj supposed to’ be everything ancient, something orahodox
and obsolete. Actually, yhat is today" calied tradition was once modern

and contemporary. Modern and'cbnte@pq;éry seem to mean, in newspaper, talk ' .
or loose conversation, something fashioriable. If' a man wears a European
swit, with a n&écktie, he is comsidered to be modern,ﬁ%;ich only implies

that he is not wearing the old twnic and dhoti. or kun a-pyjama, but new
‘clothes. This-kind of talk is superficial, Because, uftderneath the clothes,
words or apparel, remains the human; being, who is more or less unchanged

or changed very slightly in the evolutionary process. .Surely, eyery-age
could have used the word modern ihn regard to its literature., -But it must

be admitted that there is always something new in the "modern-modern' and *

century audiences of the classical renaissance. ' Certainly, it was different
from the original ancient legend of Utvashi, which first appears in the '
Savapacha. Branrmana and in the Rigveda. Kalidas spins out the story of -the

nymph Urvashi, who is in love with King Pururavas, in greater detail. He ) ﬁﬁ
adapts it to a play with a happy ending. The original Vedic story was

mainly a dialogue between the two principle characters, an -intrusion into

heroine to stay with him, but she refuses to do so. So Whilg the dialogue
in the Rigveda suggests the background of a society where the nymph must
return to heaven, to the gods, the play of Kalidas weg written in the
Gupta period, when human beings, though subject t% the sanctions of the
gods, were beginning to live in a world where-men and women were emerging
into a commercial.society, opening up. trade routes, in all directions, and .
piling up enormous reserves of gold.- In fact, the Gupta Golden Age may,
be called "golden" because it->was, literally, golden. = )

N ! )

If we mean by modernity the difference in historical time, then perhaps ‘
we can talk of a modern literature gnd even a,contemporary stream. But we
must be careful in separating théﬂancien}, phé modern, and the contemporary .
literatures. Becduse, while.men may create mew social orders' in the tech-
nical advance’ from one age to the other (say. from the pastoral to the .
agrarian and from the agrarian to the industrial society), the evolution . i

.
.
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‘of the body~soul. is not so mechanical, if the familiar phrase "human nature
, ~does not change very much"ds permissible. And if "hum nature_does not
charige very much" then the. content of literature carfnof change véry much:
love, hatred,.'cruelty, pain, hunger, terror, wonder and mystery have
. ' remained the mhin problems of man in his relation with other man and nature
throughopt known time. . o .
N -

.

literature may, and does often, change. The dialogue’
i1 and her lover in.the Rigveda changed to a full-length
play with a/complex plot in the Gupta period. The bardic recital in the )
Tale D¢ Tefy Princes by Dandin yielded to the novel, & dramatic construc- o
tion about the crisis of character worked out in intimate human relations

by the imagina;iogsin a particular time and place in such a book as. The T
fdome and the World by Rabindranath Tagore. The problem of choice before-

Arjun to fight or not to fight agaim®t his cousins in 'the Mahabharatq /
war was not repeated in the life ¢f my hero, Lal'Singh, in Aeross the

Plack Vaters, becalise while Arjun could choose &s a prince subject only .
%o the will of the gods, the contemporary sepoy of the British-Indian army '
was a mercenary soldier with no choice and no belief either in God or man,

but only the pressure of some confusipp—4n his\soul urging him to join

: the army through which he found himsg¢ff in tKe Rell of the World War I.

~

So, in this sens terature does tend to change., But as , .
form is ultimately tHe exp ¥6n of content, and as the content. embodies
human relations, and as human relations do not change as mechanically as-
do changes in time, there can be mpo strict parallelism between literdture
A ) " ahd the historical process. The hangovers -of the previous periods continue,

The emotions remain relevant., Sophocles invokes the gods to help man in
time of war. Shakespeare asks youth to love before sméllﬁox‘destroys
the world. Tzzggsfﬁzxdy fears that the betrayal of maid~servants may
become more frequent in the changing world. And Steinbeck shuddered at'
the poverty whith had suddenly comk to decimate sharecroppers through the *
. <rises'of 1931. The social changes have, therefore, led to this situation:
if the gods determine man's destiny in the ancient world and are the
"unknown fates," evil in nature and in man is the "unknown fate" of the
Renaissance world, and cash-nexus is the dominant determinfﬁg agency, the
"unknown fate," of the modern and the contemporary world. But -the “unknown
e fates of the past remain, adding themselves on to new unknown fates. If
we did-not inherit all the passions, fears and obsessions of the past, we
would not read the classics as we do; Homer and Dante and Shakespeare
and Kalidas and Tolstoy would just bore us. Therefore, we must ask: what
is this "something new" in medernity and which part of this "something
new" has entered contemporary’ literature? In or&ep to avoid the confusion *
which arises from the association of the word "modern" with "fashionable-
ness,"- and also to get away from the neat-little categories of the critics,
* "romantic," "realist," "naturalist," etc., may I for a moment ask what
happens in the ereative ‘moment, what makes a writer begin to write at all,
and whé;,are the constituents'of the act of composition?
. 1 . , v ) \ . . ; N
. I would like to answer these questioﬁs‘in terms of my own crude experi~ .
. ments., Through the sudden_pé%sing away of a young cousin’of mine I had
early become aware of the' challenge of ‘death, She was so innocent and
: lovely and playful that I wondered why she should die at' the age of nine, -
e . . . \
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L could not accept at that stage the religious explanatidn that God had ™
taken her and she should g0 to another life: One day, however,” I went to
a fair with my mother. She was talking to-an old woman gossiping about -
the brotherhood, while I was dragging at her skirt to come and take'me to . s
the roundboat. After a lot of impatient tugging at her skirt, I~did

‘manage to drdg her away. She was angry and said: '"Wou naughty boy? Why

. did you interrupt my talk with Auntie Kesaro? (Cbuldn't you see her dead

‘son in her eyes?" The, words "Couldn't you see her dead son in her eyes?"
want-iﬁf@)me. And my dead cousin entsted my eyes and I have always thought

P aelmylﬁotherlshmet cal-phrase on,that day made me into a writer.

>

1
-

-

I did’ not know thi unﬁil long after. I became aware of the compulsion

to write aboyt the’.huma beings’ T 'had known when I tﬁrned\gwayffrom my study

. of philosophical syQte s in London, where I had been doing féseagph in
modern Western philésophy. Buf I'found after a few years of battTing with C
Kant and Hegel and Bertrand Russell that system-making, ordering one's "
thoughts-megely intellectually, and logic-chopping, would not answer the -
many questions about life, death, choice, etc., which I was posing before

- myself out of the genuine curiosity of youth and adolescent restlessness,
confusion and panic, Significantly enough, my first published story is
called "The Lost Child"; the second is called '"The Eternal Why'"s and the

7€h1ra is ambitiously called '"The Conqueror.'" These tales begin a creative
process during which I have dealt with many miscellaneous human beings
whom I had known, with the situations and the crises of their lives in our
time, badly or_wFll, or imdifferently well, as the readers may decide; -but
with the "sincerity' which I learned in my revolt against academic philosophy
in favor of liyZd, felt experience from Rousseau, Tolstoy and Gandhi, -

~

But the point I want to make is that I began.to write from the compul-
sionof conscience, by repudiating our own inherited Philosophical systems
of the_ past,_the medieval solutions, and modernist_yentufes;like<thése of
Professor Aléxandetr “s—Ssace, Time and Deity. Perhaps thewisdom of the
heart of my mother's remark "Couldn't you see the dead son of that woman
in her %wes?ﬂ was my method of perception, apperception and insight. And,
if T can go /into the hlstorxvof the days and nights of, white heat during
which each of my novels was written, I find I was obsessed by sheer creatives
the EFlease it offered from many pent-up tensions, My main impulse\ B
was -to T n my imagination as the only way to integrate myself as a 3
human being in_¢ idst of great unhappiness, confusion, division of mind, s,
frustrattord and difficult having lost my way. The essence of the situ- -
ation for the writer, then, may XN n the creative\imagination. Perhaps, ’

he use of the creative imaginﬁtion, author—tries.to perfect\his b
own personality, ' %K

to do with

- Ll

; A
And, I feel, that the creative imagination has.Somet

creative eyolution. The nerves, tendons' and muscles, as well N

" and soul in the human personalitw, certainly achieve some kind of satisfac~
tion through the creative act. This satisfaction may be similaf'tomﬁhaktz,

devotion or love. Anyway, the reldief or catharsis, or “negative capabilityﬂ\,.

inside one|makes man more integral. And if a person,’ an artist, or writer, .

loves people and interprets them by submitting.himself to them, it is

likely that he may be able to communicate sémething of his tenderness to

other mer and women, to the reader, and also give him some relief from

d
a
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t the pre 36§e;/of"11fe Also; the reader, may absorb some of the sufferings,
/ the.j6§§ and the gspirations 8f the characters and expiate them in his own
‘being And; in this way, his underlying awareness of other people's -
existence" may enter his centrallzed consciousness, 1ntensify the grooves
of his faculty “ard experience ' And Pe may achieve someé equilibrium £n .the
o "\\‘ constant chaos and dlsequlllbrlum of the world. And by 1ntensifying his own
\ awvareness, he may arouse éonsciousnéss in others . . 4

? "- q ) ~ !"

. 0f course, the‘writer receives moa& of w at he g1vesﬁ e receives >
from heredity and he receives from education- But he Zﬂgive what he -
receives unless he has absorbed the gifts of knowledge \in himsel& as a s :

. * human belng and unless his imagination is highly chargzzrand can ‘transform
. what has been received- ' If he has received in this way, one can say that *
a writer does gain from didactic knowledge, or philosophical systéhs, or
from science and other experiences; in the act' of composition. Rationality

- — helps a good deal Some sediments of information sink down into-his _sub- T
conscious, and _everything comes out Ehrough the rhythmic, kinetic energy -
of the hand. But, as the writer's concern 1s with the apprehension of G(;J“
1ntang1bles, like hatred, contempt, hunger, repulsion and love,; he can only

receive knowledge as wisdom from the recognition of quality in a mass of
quiantitive exgerlence' All the characters, situations and crises are
transformed by the imagination into some form, the up-rush of exuberant
energies which come often from the world of unknow1ng of the kinetic energies.
And the result may be a work of art, or half a work of art; or a quarter

work of art. .

Now, 1f this 1s the process of literature, what is the meaning of associatL
ing this perennlal 'wisdom of the heart" with modernity or contemporaneousness?
-All I can say in answer to this question is that there has been, perhaps, a
change in the pressures which compel the coming to be of modern literatures
since ‘the medieval literatures- The "unknown fates''-have changed. And it
1s likely that cthe compul'sions behind contemporary litetrature aré not more
intense, but different. There is no doubt that, during the .change from
the agrarian civilization to the industrial society, we have built up, mainly
through- the sciences, physical exploratlons, mental and moral discoveries
of the European renaissance, mbre knowledge in 200 years than humanity
amassed in the previois 2000 years- Forced by the pertolation of some of
. this information, man is more confused today, as the very knowledge, which
] has been built up in the service of lTife, to increase man's control over
his environment, and\to make him happier, has now led to the creation of
weapons of mass destrution and other incidedces which could wipe out life
from the earth altogether™. The awareness of this doom may not be, ever—present
before all mén and women, but there 1s a dim, underlylng current of fear in
the whole world. Also,-the feudal barbarians were badfenough'because, single
— tyrants could control the destinies .of many peoples; but today the distri-
bution systems of civilization are governgd by the tyranny of stock exchanges,
which medns plenty in one part of the world and abjett poverty in the others, "/,
without people knowing whom to blame for the curse of unequal wages and
prices  Again, all the questions whi¢h were answered by philosophy and

.

religion and faith are now sought to be answered by theé sciences And the °f
- .young do not; as human inndcents,; seem to find satisfaction in most of the
answers
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The most courageous &ode?nlmen, thereford, seek to cqnfr;ht the whole
of life, both vertically and‘horizontéi{z_J/They ask for the complete man., ¢ .
And they are compelled, by the search. for sincerity, to face unpleasant’
facts, even the crude lumps of experience, because even in the rubbish ST
« dump there may be bro&gg,bits of colored glaséj as well .as the peacock
« on top .Thus it may be possible by showing, the negative tragic situation
to  expiat®’the miseries and indicate splendors, to bring insight, to raise
the qualities of man. One can Prgsent possible paradisgs out, of our B
, sedsons in the yarious hellsm\ . o .- . 3 ' i o

L ~

. f Is it likely that the.rebellion, misery and discontent vhich are in’
much modern literature-reflect the urge of the most talented modern men -
and women of oyr time to ask for a new confrontation of 'human destiny on
a new.plane different from the ancient? On a plane which is more comprehensive
as well as more intense, and on a plane of universality, to create 4 wider -
solidarity? ) ‘ .

ettt _ .
The transition from the first industrial revolution of.the modern

period to the second and third industrial revolution of the contemporary

period has intensified the will of the young to confront their- destiny

more honestly, more rigorouéImiqnd the bravest men have turned awvay from

the cash-nexus, consumer goods and luxury-oriented civi‘lizwioi’\x, " The purview

has changed, ¥e accept this civilization, but with the will to ¢ ange it ¢

. 'so that qualities may arise above quantities and men may evolve higher -

consciousne€ss. Byt this transition is-tragicy if not desperate,’ N
! ) .Z ' S ' - ¢ ’
= “1 believe that the *writer should ,n t.worry about,"romanticism" or T
 "naturalism" or "symbolism," about thngéft, or the .rjght, on.&he:other

slogans. We contradict ourselves. ' We contain-multitud®s, I pray thats "n-

. the poet might penetrate into the creative process where he can recall all
that is relevant to him from the past and from the feeling, knowledge and « .
experience of the modern period, so that he can seek to transform it by'. oy
the magic of his’creative imagination in the contemporary periodi If the -

~

writer receives in this way, humbly, he'might also be dn a positionyto * bt
"give to those willing to receive It is no use romanticizing thé critics L
or thg audiétices:.. Said Dhananjaya: "It requi¥es almost as mith imagina- '+ - .

tion in the audience tb receive a-blay as in the dramatist ro give it,"

I recall that the students of;Paris asked For "Happiness and Imagina-
tion" when they fought in the Sorhornne-in the summer of 1968, I think they
are asking.us to give them gifts ¢f tHe creative imagination, the wisdom
of the heart, the tenderness so necessary in a«world of the new babaristm, -
éruelty, terror and pain, which have. come thr ugh the alienation of man
from man, of nation from nation, where, the igdividual has tended tg'be
either crushed, or suppressed, or forgotten, /by fofces far'more compre- L
. hensive than we realize, berhaps by‘contempofrary civilization itséif, by
the nev fate of the power state based on moi;y and money and more modéy,

and the rivalry of one power state with another. ‘

- ' )- 4‘
I do not wish to give any gatchpenny~anSWer to the question of
"Modernity in Contemporar Literature." But may I simply say that liter-

ature, which deals with human b/ei‘ sincerely, is the only perennial

.
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philosophy, and .its main instrument, always,
which itself is the instrument®of creative ev

But by saying this, I hav

perfection of man.
is a purpose in literature.
. that,
though g dictionary may fall on one's head
. ‘permeation of* the spirit, which—Is-1ike the’
the darkest dark. And, pepﬁaps, it 'may, "by
are more or less like each other, goad, bad
avoid war and tolerate each otherf?ven‘with

.

. , ;.
This.last aim is imﬂortant“lf

I cannot define this purposg, but ¥ do think -
_in its own subtle way .‘literature makes @ man more huntar,

is the creativé imaginatjion,
olution, of fhe possibld -

e already implied that thire -
+ not as '
and, make ore wige,. but by the
coming of illumination in
showing/ that human bedings

and indifferent, makes ug

an intolbdsant tolerance.

: N

the’tweniy—firsﬁtcentury is to'be born,
iolence, the suspicions of our’ present cold war and
children must survive, in.spite of the politicians,
.59 that they can’ have tHe opportunity to gain insight and evolve beyond’

their locale into the shrinking universe,. as citizens of the world

in spite of the hatted, f
the little hot wars. Ou

.
. grace, knewledge and love, . Ca-
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In the evening's hazy Light = .
.obstructing my dreams
stand T

.

- .
those " * ?‘ .

maked
/ .

sterile-deserts and broken pieces

v

trees

< -
.
.

to get past theﬁ“ : -
to "thread through
the narrow winding’ trail.of life.’
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Let's forget your death and mine

there are other things to reﬁémber_——
‘é‘. AN

places wheré there are no.

air—conditioneg houses
air-conditioned offices
air-conditioned banks

air-conditioned‘supermarkets
and air-conditioned impalas;

death is nothing to iamenf
when the constant company *
of this 'cold controlled air

has made

4

1

our body and soul air-conditioned’

tropical.

o

]

B

.

let's open the window facing East
and allow the sun to ride in?
turning inner spaces

R
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peers into , the space that surrounds her;

Her feeble cry creatle

TAt a distance appears
Green as love°

5

A lake of tears spreads before her;

;.

{

the only breath of “airj.

field of grass

>

[y

RS

Herds of cattle’graze the dream pasture;’
‘Her eyes grow into heavy'hills
And remain: shut despite her will,
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~__.- _£lose kinship:! The tasks.of the;historian and the historical novelist are;
«1 would suggest, kindred tasks. The historian and..the fiovelist have much

* e
Cw .THE NOVELIST AS-HTSTORIAN
’ Manohar Malgonkar's,
.- The Devil's Wind and
. e g the 1857 Rebellion
* - P*

- - ~ - -

condemn, he will simply ask "It is history, but is it literature?"™Fg him !
the histgrian is a'pedesttian sort of chap, crawling laboriously -throug

the welter and litter of documented facts. History is nothing but a:bald
dry-as-dust recitation of facts, "It may be good history, but it is bad
prose,” hersays. To the historian, on the other hand, ‘a novel*dealing with
history appedrs as "pure ‘fiction,” "a fairy tale," 'legend." He'will ask,
"It is Literature, but is it history?" To him a historical novelist is a
strange sort of chap, a bird with wings flying away from documented: fact. . ~
He says, "It may be good prose, but it is bad history." 'Thesé”observations, '
I am persuaded, do not tell the whole truth about the relationship between
history and fiction. There are ways in which history and fiction have a

. ﬂhen a literary critic comes across a book of history that\hg\fzfi;\io

) "“‘1n‘common1-¥he¥e‘are;prdfegéional historians and historical novelists °

'v4whose/wérks are at once good\history“and-good prose, ‘historians whose works

; Civil\War fromaCrane's The Red Badge of Courage, and

.
1]

<

have iiferary merit ~- Gibbon, Macaulay, Mommsen, and Churchill and others.'
; Te are novelists whose works reveal extensive research
-and careful attention to Factual accuracy -- Scott, Tolstoy, Mitchell,
Michener, Warren, Styron and others. Manohar Malgonkar, I am‘pérsuaded,
belongs to this latter group of writers who have enlarged our understanding -
of the past, reducing history to a well~told tale without compromising it
for the sake of the story at hand. The Picture of Indian life an® of
India's past he constructs’in Thd, evil's ind'(New York: Viking Press, =~
1972) is.mot inconSistent with anything ‘

v Churchill ofice said that he learn his history of England from -
Shakespgare's chronicle plays. lostnof us know what little we do of major *
historical.events‘not from history books, but from imaginat;ve‘fiterature. ~
Nevels and pldys often give us more enlightenment about ‘what was happening

to, the world, to men.and women and children one by one atlan fiable
tite and place ‘than sizxistical tables and_summarizing gene’ statements

ory books, We get our knowledgé of English history .Hk&
of\Shakespeare; of Scottish history from the histoi
3 of \he Napoleonic wars from Tolstoy's War and P

cal™wovels of | g
e; of thejAmerican
tchell’s Gond With -

of the Spanish Civil War from Hemingway's 4 Fareweéll to Armg; of

_the Russian Revolution from Pasternak's Dr. Zhivago; and of Morld Waf II .
from Michener's Tales from the South Pacific and Hershey's/Hirggshima. We
could get bur knowledge of the Sepoy Rébellion of 1857 frai The Devil!'s Wind.

& . - ’ ’ A N f
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Certain significant moments of history or Qgtifds'of national cris
"’ have always been powerfully attractive to the novelists. Two periods of

Indian- history have powerfully appealed to Mr. Malgonkar's novelistic

imagination. It is these two periods of tremendous stress tHat he drama-

tizes and revivifies in his novels. First, 1857-58. In this period an ex-

plosion occurred which led to savage acts on both sides and broughtr about
| the end of East India Company's rule of India. "The Sepoy Mutiny," as the
| British called it, or "The First War of Independence," as the Indians called
) . it, is the first effort by the new India to shake off British rule. The
rebellion caused the British to make India a Crown Colony and assume direct
responsibility for India througﬂ the British Parliament.  The Devil's Wind
is the fictjonal treatment of this period. -Second, 1937-1948. .In this
period, a bloodier and,crueler period from before ¥orld War II to the inde-
pendence of India, .occurred the great independence movement of -Gandhi which
succeeded in putting British policy and British conscience to a test. The
British Labor Government decided to withdraw from India. But the advent of
Independence was celebrated against a backdrop of violent riots and burning
villages in India and Pazkistan. The Princes and A Bend in the Ganges
chronicle this fatal decade of contemporary history, a decadé of ‘hope and

\

. ) misery, of terror and slaughter of thousands of Indians and Pakifténis A y
,detailed cons1d/ra%- Of these two novels falls outside the scope of this
¢ article. . '

These two pe iods offered ﬁr. ‘Malgonkar the usable past for fictional
treatment, the past that will' help us to understand our present world in
all its complexity -x political, economic, social, intellectual. When o;{ -
looks more closely e two periods and the three novels, one can see
that Malgonkar's subject ally is the wide~rgnging portrait .of a nation
< moving through time from the.1850s to the 1950s. Nana Sahab, the Ind1an *
‘| prince from whose points.of view the novel is narrated, says:

k]

" How often, during the months that followed, did we sense
; the nearness of V1ctory7 And yet the pattern remained . U
unbroken: at the Jlast moment,, something would happen and v
«  / . victory would slip out of our grasp. Slowly I began to
' ’ think to myself that we were just not fated to win; that
it was in pursuance of some divime purpose unfathomable
to us that Mother India would go on being prostituted' by
an alien breed; that her sons and daughters, for some for-
gotten sins, would go on remaining slaves. (p, 229)

Suppose that in some freak disaster of the future, alchonventional
) historical records were dest¥oyed and only these three novels survived. How
& . much would it be possible to learn’ about Indian history for the nove1s7 A

great deal. There is in these novels a tnique kind of imagination, the
historical imagination. Malgonkar -shows man in time and lace, shows him as
both maker and product of history, shews him in his/full and complex histori-~

. cal context, and above all, depicts him as, part of societ “in process. His
characters, even the imaginary characters, pass oyer into" history as they

. are usually embodiments of forces or trends in Indian history. General Hugh

Wheeler and Nana to some extent dramatize the tensions and conflicts of the
t imes:
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-
"I.was hoping you'd.tell me something about June twenty-
third. No one does.",
. . , And suddenly my heart was beating Eastera- I had to take
a deep breath t¢ control my agitation.’ "Twenty-third of

June?" I said. "What happens on the twenty-third of June?"

"That's what I'd like to know. And remember you are speak-
ing in the hearing of Mother Ganges." . .

J I laughed, dlmost in relief. How many lies had I not
; told in the hearing of Ganga-mayi, Mother Ganges; I, a

— - fourth-degree brahmin who had studied.all the Vedas, ha

long ago ceased to consider myself on oath .just because
the mother of rivers bore witness to what I was saying. .
I would have told a thousand lies rather than reveal to .
a British general what.the twenty-third of June 1857
., meant to us. . @

Th——, .
“ _ "It's the anniversary of Plassey,' Wheeler prompted, "the

hundredth anniversary,"

Who did\noq know that? In:our minds, the date was em-
blazoned in scaglet letters that stood higher than the
Himdlayas. Plassey! . .

~ 0 -

- The period of mourning was to last for & hundred years.
We knew it in our bones; . . ., (p. 103)

2
~

- '

u
.

Malongkar is preeminently equipped to handle these historical themes.
Even- e the appearance of these works of historicaI fiction he had indi-
cated -his scholarly and heuristic interests in' Indian history. His first
- book, Kanhoyi Angrey (1959), is a work of history, straight and formal
-history. He.has written two more works on history: Puaws of Dewas Senior
(1962), and Chhtrapatis of Kolhapur (1971). These books, scholarly and
exhaustive in research, deal with an “important chapter of Indian history —
the rise and fall of Marathas. It is'clear Malgonkar is not only a.spinner.
of tales, but also a grubber for facts; he does his homework and -is not
too lazy to work in the library. . s
The: essentia}/nature of “Malgonkar's historical fiction ‘and the pri~
mary characteristics of his method can be best- appréciated through a close
— examination of The Devil's Wind, a novel in_which he shores up his fantasy
with sturdy beams of believable and dochmeﬂzga*TEEEETffThe Dévil's Wind
ig infdrqed by a respect for history, a sure feeling for the period, "and
a deep and precise sepse of place and time.

\

- - Like many.historical ‘novels, The Devil's Wind is part fact and part
fiction, part history and part novel, It is a historical‘Hocument and a
work of conscious literary art. On one level the novel presents the éoursq
of the Rebellion of 1857, especially the rebellion in Kanpur. This is the
histdrical narrative, or the public line of action. On another level it P
is the story of Nana Saheb, the young nineteenth~century prince who grows,

Q ) .
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ceases to be a spoiled prince and emerges as one of the leaders of the
revolt.’ This is the personal narrative or the private line of action.
The two lines, public and private, are Sklllfully interwoven and their
convergence becomes clear from a gl ance at the appendix -- "An Approximate
Chronology of the Sepoy Mutiny.'" The historical narrative, it is c ar, ,
is superimposed upon and parallels the personal one which adds.a personal
dimension to a period of violent change. The sense of history is d%rlved
not merely from the gallery of historical figures (The Wheelers,
Hillersdons, Nana Saheb and Tantya Topi), but from the close rel tlonshlp
of characters of their social and political background so that e reader
feels that they could not have existed at -any other moment or place of
history.: . °

Malgonkar® has successfully integrated history and fiction emphasizing
the relation between the course of public and private events. He never
fails to’date happenings or mention Nana's age at the time of this or that
event, or to place incidents in his personal life in relation to events
of national history. He,skillfully scatters historical background infor-
matlon/anﬂ//iplanation throughout the novel while at the same time letting

a Saheb tell us in his autobiographical memoir ‘a good deal about his

llfe, 'inward life": his ambltlons, livesg, friendships and motivations. .
Malgonkar has solved the problem of how much knowledge he,,can assume on_
-the part of the reader: if he gives too much the réader will be bored3 if
,too little he will be confused. He passes information in.a manner that at
the same time does not in’ the. least prettify or falsify Nana Saheb's life
that historians know. Thé picture of Nana's life that .he constructs is
not inconsistent with anything historiang .know. . .

There are, then, two stories. [First, a candid factual. narrative of
the events. Second, underlying these events, a fittional narrative, a kind
of emotional history of the people of India,- their‘hopes, fears and desires:
more specifically, the "inward life" of Nana Salieb, an account of what went
on in31de‘Nana, a n1neteenth-century prince W 6, in one fashion ox another, -
expresses what the revolt was in essence al} about. The appendix cannot do’
- justice to this private world of Nana f;/Ilthat is done is to show Nana's
private wyorld's links with the public wofld: his age, his assumption of
leadership, escape, etc. The first story is already set and cannot be
tampered with. The second story permits 1meg1nat1ve speculation to the
novelist; it allows him to speculate -— with a freedom not accotded to the
historian, who is a slave of the documented fact, the most. imperdous of all
historical masters -~ upon all the intermingled miseries, ambitions, frustra-~
ticns, hopes, rages and desires of ‘men involved in the great Rebellion of - -
1857. 'Malgonkar deals with the intimate undercurrent of Nana's life, the

"inward life," stripping him’of the external facade of persanality, showing

him in all his shivering, moral nakedness and helplessness, in his secret
world of instincts, lives, fears and feelings. From all this private world
the historian is usually barred. But the novelist's chief ‘strength lies in
creating it, "Nana describes his own predicament: .

What happened in Meerut frightened me and made me realize
that, for me, the. issues were not altogether clear cut. I
could not, in my own mind, separate the national struggle

o
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from personal involvements. I on intimate terms
with many British_aad Eurasian ﬁami%ies; and it was

well known that I had more friends among the whites’
than among my own kinds. This was because, owing to

my pringely lineage, my own people tendéd to treat me
with excessive formality; the British, with certain
refervations, treated me as one of themselves, Could

I now stand by and watch the men and women who had -
sung and danced and laughed in my house slaughtered

by howling mobs? Tbey had done no harm to me, or indeed
to India. Why should .they have to be sagrificed for all
the wrongs piled up by the East India Company over a
hundred years? (p. 115) .

L

The Devil's Wind as History . -
. - - “ . - ) v "

. It will perhaps help us in understanding The Devil's Wind if a concise
historical sketch of the Rebellion of 1857 is given here.’ The appendix
gives a brief summary of the major -.events. "The important point here is
that Malgonkgr does not depart from the factualitz/pf history. N

PN
- , N
.

.

As he says in the “"Author's Note":

. .
This' ambiguous man and his fate has always .fascinated
me. I discovered that the stories of Nana and the
revolt have nevef been told from.the Indian point of -
view. This, then] is Nana's story as I believe he
might have-written it himself. It is fiction; but it
"takes no liberties with verifiable facts or even A
probabilities. (p. x)

-

The Devil's Wind représents the most scholarly and complex use of .
histo®y. An incalculable” amount of scholarly research lurks underneath

its syrface. 1In an inférview'Malgonkar said that he spent two years on
research reading over 150 books by both Britishers and Indians on this

event df .1857. ° The boovk belrs witness to the range and depth of his histor—
ical reading, to his sharp eye for vivid or significant detail. But he lets
practically nothing'of this research show in the novel. That is the sec¢ret’

"of his success. Indeed, the successful historical novels are like icebergs.

There is more to ‘them than meets the eye. You see only a bit of the tip

. 4 f
of the ice. -

o

To Turn to the Historicalr Sketch of the Rebellion of 1857

*  On Sunday, ‘10 May 1857, Indian soldiers called sepoys statibned at
Meerut killed their British officers, their women, ap& their children and
marched to New Delhi, fifty miles away, captured the city without much diffi-
culty and -proclaimed tﬁe Mughal Emperor, a helpless, bent old man of eighty-
two, as their leader. The East India Company was a flaming wreck and the |
British were fleeing tq the fields and jungles .as fugitives. So "The Sepoy
Mufdiny" had begun. The rebellion swept across India from May 1857 to July
1858 -~ a period in which terrible atrocities were committed by both .sides;
men, women and chfldren, both British and Indian, were masgsacred. About f
half a million people &gfe dead -- about 3,000 Britishers and the rest :

L R ?
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Indians. By the end of the year_ the Company s authority was restored, but
the relatlons between the Brltlsh and the Indians were never the same. R
Delhi passed 1nto the hands of™he rebels in a.few hours. In hlS
palace, Bahadur Shah was proclaimed Empergr of India agalnst his will. A
. fresh crop of military rlslngs and civil disorder swept over North India.
- 7 The mutineers received popular support in areas of Uttar Pradesh and Bihar.
Fortunately for the British, the mutiny later spread slowly. By the end
of June 1857 Kanpur was ‘taken by the mutineers. 1In The Devil's Wind L.
‘ Malgonkar turns his spotlight on the Kanpur revolt, which was led by Nana N
Saheb. 1In Bundelkard the mutineers were led by the Rani (Queen) of Jhansi.
Delhi was tecaptured by, the British in September, but, the rebels controlled
the entire Ganges Valley.

le

October marked the high point of-the mutineers' success. From that
re point on the British recaptured the febel-held area bit by bit. In December
at the Second Battle of Kanpur, the armies of the Rao Saheb and .Tantya Topi
: were defeated by Sir Colin Campbell. Lucknow was recaptured in March and
.o ghdnsi‘fell in April. The rebellion was'substantlally over by May 1858.
All individual revolts were suppressed and the British won out because the -
mutiny was not a concerted movement against the British.

-

[

’

Malgonkar's Nana,Saheb is not a monster of evil as the British historians
’ had often portnaye¢ ‘him to be, but a mixed-up, recognlzable human being with
all the human frailities all of us possess. Malgonkar does not hold him
guilty of theffwo infamous massacres of Kanpur at Satichaura and Bibighar.
In the anerv1ew“'Malgonkar said that he found no evidence whatever to make
Nana guilty of these crimes. Thls is not to say that he whltewashed history
-- he condemns these crimes, 4s "monuments to Indian brutallty Recent
lpdlan historigns such as R. C. Majumdar and S. N. Sen too do not put the
blame for these crimes on/Nana Saheb. Malgonkar .in this context is a posi-

- tive contributor to history; he has set the fecord straight on these savage
massacres. Nana speaks of these massacres looking at a plaque: ,
I was not responsible for this slaughter and had never

- condoned it. .
- .. LA slow anger built up-as—Tstared-at_my own_name on
the cold marble. In its sl¥, indirect way, it pointed an : .
accusing finger: Even assuming that’those who had °murdered
the women and children were my followers,.was that enough {1 « -
reason to link my name with thei \Frime?

- - And. the British knew that they were not my followers. If

” they had been, they would have obeyed™my orders. that women
and children ‘were’ not’ to be harmed. That I had given stch '
orders was, 1 believe, establlshed beyond doubt in the inquiry
they had instituted after their return to Kanpur. °

-

v -
» .

It was a mean, spiteful thing to have put mf name on this
“«  plaque, implying thét I was somehow at the back of it all.
On the same principle, should not Queen Victoria's name be . .

N . P * -
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nscribed on.a thousand monuments in India to suggest
(%ﬁéc she instigated the atrocities perpetrated by her
Subjects? . .7 .. L . . ¢
4
.+ + o+ It hurts because it is nOQ'true.' Despite the
. ‘most exhaustive;inquifies, no one has been able to
- establish that I was agywhere near the Bibighar or .
even that anyone had seen me in Kanpur when the
slaughter occured, as hundreds had seen Hodson shoot-
ing the heirs of the Mogul emperor or as thousands had
" witnessed tHe public hangings of the remaining princes
by Metcalfe and Boyd. (pp. 286-287) . :
1 - ¢
Malgonkar, the hristorian, is preeminently a natrrative rather than .an
analytical historian. He has.not, as many other prafessional histbrians,

-«"repudiated the ancient allegiancé of .their craft to the narrative mode."

Among professignal historians today nérrative has increasingly come to be |
regarded as superficial, an inadequate means of making the past intelligible.
‘It has given way before the analytical urge. Not so with Malgonkar: In his
historical novels he has”successfully combined narrative and dhalysis in a
manner in which analysis does not interrupts or violate the texture of narra-
tive, nor narrative overwhelm or drive out analysis. The marvelous and suffi~- -
cient thing about history for him was that it really happeneds Narrative in )
itself is the lifeblood of history. The important thing was the Story, the

¢

.long narrative line and the wonder of how and what and when and who. The

why, the analysis that seeks to explain, he assumes, would come out in the
telling of that story. He has, of course, placed lumps of analysis in the -
story to help the reader understand why, but these analytical digressions
do not obstruct the flow of narrative.. ;

He has also-placed a page of quotations at the beginning, list of the -
. . * . v . . ' U
principal characters at the end, and has inserteéd two footnotes ages. 244
and 292, which also do not interrupt the flow of narrative. In The Devil's
Wind Malgonkar not only describes what happened but also analyzes and explains
why and how. He gives {is a sense of what the past felt-like, what it looked
like, and what emotions drove people to decisions and actions. Here was

“history as "heritage," hallowed with né3talgia, sustai ing national pride.

.

.

4
. . Lo
The Devil's Wind as Art .

The Devil's Wind is a first-rate nével, one of the bes# that Malgonkar:
has written. He has got hold ‘of a substantial theme central to the national
experience -~ the most written about even in Indian history -~ and adapted
it to his imagindtive purposes without political or national biuster. Mal-
gonkar had lived for a time in the formér Maratha princely state of Indore:
where he first heard from his grandfather, the state's prime minister, of
Nana Saheb, the rightful heir to the leadership of Maratha confederacy of
North India. 1In the-interview Malgonkar said that ¥t was William Sty%onﬁs
best~seller, The_ Confessions.of Jat Turmer, that ?ﬂégésted to him not only
‘the subject for a historital novel, but also its irst-person point of view.
The "story is" told entirely in the first person y Nana Sdheb himself; the
‘terrible events of 1857-58 are seen through hié eyes. We are, in effect, = .
being asked to spend a short lifefime in the/ ead of this nineteenth-century
prince. The author has been careful to e /B;pis hero with a complete 1857

’ , s N ‘ .
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sensibility and to expunge the twentieth century. He maintains throughout

his narrative a consistent and highly imaginative realism not only on the
objective plane (the p011t1cs of the dispossessed princes and landlords in
1857,  the cartridges greased with pig and beef fat .upsetting to Moslem and A

© e Hindu sepoys, the_cruel massactes of Satichaura, Blblghar, Kanpur, Benares
. and Allahabad), thé Indian’rebels and their Br1tlsh masters. Malgonkar is
‘ﬁh”“um& here scrupulously _true, true to his period, true to the nature of human

beings. )

< o

|
|
|
} Although little is actually known about the historical Nana, his back-

| ‘ground and early life, Malgonkar thinks of this paucity of material as an

‘ advantage to him as a novelist. He mostly invented Nana's feelings, thoughts
and experiences. No doubt. Malgonkar has benefited from the perspective that
‘ P . historical distance of a.ll5 years provides and the resulting abillty to see
! the whole event clear and whole. Nana comes richly alive both marvelously
' "observed" and "loved,' created from a sense of withinness, from the "inner"
vantage point., ’ . - ‘ .

+ 'y

. Nana's thoughts dnd memories as he sits in Constantinople 51xteen years
after the event comprise a kind of interior monologue: \
@ ' .

v

Once .you have seen men struck down by modern weapons of

' ‘ war and reduced to mounds of torn, blackening flesh, horses

: disembowelled and fleeing in v1olent protest, such sights ‘
. are branded with fire upon your brain. Youtr vision is

| ' crowded by the dead or dying: fingers claw1ng the stone- ‘

| ¢ -«——hard earth in a shudder of death, as though to drown pain

. . by greater pain; the mouths of men and animals forced open

- by unbearable agony and the blood flowing in spasmodic gauts

. from holes in contortlng bodies. . . .

-

. Added to ‘these was the ‘torment of a defeat inflicted by ff %
~~ :an enemy ' inferior in nudbers. . . . o :

+.+ » L thought my head would burst. In the loneliness of
. —~ my room I wanted to scream at the walls and to tear down

o the curtains and bedclothes with my hands. Was I going.

- mad? Shame, remorse, self-reproach were like demons-

| taunting; I could not escape them. Against my tightly ) /
shut lids, I saw circles of hot light which grew and grew

as from a stone cast in water. If only I''could, with some

' . thiracle of prayer, undo what had been done that day -~ the
"7 +. anpiversary of Plassey. } //
, Satyam-eva-jayate, 1 told-myself. Truth alone triumphs. ’
o , ' We could not lose. But would even an ultimate victory -~ w
the headlong flight of ‘the BritisR -- mitigate the torment ‘
of my mind? . . . (pp. 176=177)
et The Devil's Wind.an be summnarized briefly. The scene is Bithoor, a smal} / .
village twelve miles from Kanpur in central India to which the Britd ad ‘

banished Baji Rao II, the Peshwa’ (the head of the Maratha Confederac after
his defeat at Poona in 1818. Nand, his adopted he1r, grew up in Bithoor




— - Y

with no responsibilities, but only limitless leisure to enjjoy life and the

money to buy anything he wanted. His gaEher, whose two obkessions wexe —

. sex and religion, was receiving from the British a pensionlof a hundred N} (

* thousand pounds. The, firsg. part of ‘the novel recaptures tHe splendor and /
the pagentry of India befdte 185} Nana writes vividly of |his father's ’
sexual excesses, the beautifu%%éomen of the palace and of hlis own fabulous
parties and dinners givén to the British. We aré also told| of the changing
condition of India, of the discontent and unrest among largg sectians <of
the Indian population produced by the British rule. The British refusal to
continue the pension to Nana_after his father's -death made Him conspire
with other discontented rulers in a vengeful revolt.planned |for 23 June
1857 -~ the centenary of the Company's ' tyrannical rule and the day all-
Indians believed "The Dewil's Wind would rise and unshackle Mother Indig ™
At the end of the first. part of the novel Nana has*rgached the right age\
‘for a revolutionary; he is thirty-three years old and dispossessed. “A%dd .
the year is %§§7ﬁ The whole of No ia was ablaze.

<

The second part dealsrnot only with the courage and enddrance of -the
Indians and the British, but also with ‘their demonical fury Qf hate. Mass
murder was answered with méssacres,éhate,vith hate, and barbdrism with o
barbarism. Indian and British hist ry show nothing remotely [like this. e
Satichaura 'and Bibighar wheresearly 750 Britishers - men, wbmen and children
-- were massacred and monuments of Indian brut lity; Allahabafl, Benares and

" Kanpur where Neill and Renaud speared hundreds of Indians liké hogs are

monuments to’British~brutaljfy. The atrocities weré\an\Eng?ned to one side.
7 Yo ,

The findl third papf, called "Gone Away," tells of the Biitish supression -
of the revolt and Nang's escape first to Nepal where he speridd fourteen years,
and then to Mecca and Constantinople where he spends the rest lof his life
writing his memoirs. For the British he became “the; "Villain of the Century,"
replacing Nagsleon Bonaparte as the hate object. Nana wds nevbkr captured
by the British even through they had offered 100,000 rupees for his head.

é;rkable things about this novel is its accutate and con-

of mid~nineteenth~century British India. Malgonkar has

ye for facts, statistics, trivia, or minutia. |He .makes the
the period live by making them move. He mentiondd in the inter—
en the weathey on' a particuldr day in 185]_-~ rainy or cloudy ~-
cked out before writing about the day in=®he Devil's Wind. He

ery effort to recynstruct the-feeling, the emotional add moral -
Egsbhere of an earlier pariod with the deliberate patience and care of ap ¢
‘haelogist. This is how Lkanow appeared to Nana: - :

Ong, of the r
.vincing portraya
an, historian's
dead bones o
view that
he had ¢
makes

at
ay

>

Lucknow to me was a\}qvéfation. It was like oking hat a
-women raped. Admittedly, what.had happened 0 Lucknop had |
happened to other places}. to Allahabad and Delhi and . fo my o
ancestral Poona. But I had.not seen those citie$ and| An :
any case, there it had happen 1 _long ago’dnd the scar had -
been covered over with new tissue. Here/I was witnes ing
the process of a British takeover in the raw, the deliberate and ’
methodical tearing down of what had tgken centuries to grow,
and replacing itgwith something that/had bedn concoctdd by
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alien minds to cofform to some.mercantile dream and dicated

P

e by utility. Everythlng that was familiar, the good and the
bad, the cherished,' despised; sheltered, nursed honoured, .
‘and venerated,’was dug out and left ta d1e, old arts, crafts
"7 old customs, an entiré social structure had beén hacked down.
~ . The cgudest of unlettered British tradesmen were elevated above

s : the grandees and intellectuals of Lucknow, ‘It was not the :

‘ . spectacle ‘of one rule being replaced by&another so much as the

.. ‘.~ uprooting ‘of a c1v1112at10% (p. 108) o X
Yalgonkar 5 searching use of the first-person point ;i\yiéw and the . .
resdltant architecture of thm nowel merit special consideratlon. As we .

nqoted before, Malgonkar stated in the interview that it was William Styron s °
The (onfessions of Nat 1urner ‘that suggested to him both the p01nt of. view
and’ the method of shaping the‘memdlrs into, & retrospectlve narratf&e. The
general structure of the novel ¥s intimately bound up with The f1rst\person .
point ‘of view. Like’ Abhay iy Prtnces Nana is the-central Figure in

The Dedil's Wind; not only ed a-role in the past evdnts. He* R
is seen both as an actor’and as a’ naifator\ He wr1tes about hlmselﬁ when” 7 - 7'
younger. Nana the 0ldér narrator and ‘Nana the-younger "I" about whbm he. | ;n

writes both evolve bgfore our eyes during the coutse_of the novel. ‘We see .
Wim first as a na1ve and spoiled prince and later "as® a mature and polltlcally X

conscious -rebel who refises to surrender to the British. is througﬁ Nanha! 9
eyes that we see the Rebellion of 1857, through his developing nsciousnesg’ Y
that'we are made to feel the impact of those tremendous ®ventsg= 1geﬁkarf L N

has ‘'varied his point of wiew suff1c1ently to give us not only Zhe psychological .
closeness to' the subjective world of Nana but also a, psycho;églcai drstance --
to prevent us. from-being fully 1mmersed in the life of Nang/* “This juxta- .
position of the.two peints- of VLew creates .tension betWeQn $he two pqles
of adulthood and youﬂh *We get ‘the impression of a growlng, co plex and

"

‘fluid personality as it is defined in the interpenetration of 1 s pasb and !

present self—awareness' T . ;o Q/ A
. . . K . .
I walked round the empty'space enclosed, by SplZéd raliﬁégs ! .
X where once the Bibighar had stood. Now the ta t pronounced ., )

. .it to have been the _House of Massacre. Mbeth you were British
or Indlan, this, was a shrlne/that could not fail to make you

.. burn with hatred” for thé other rage. *To th& Britigh, this was.\
. a place where/;he women a d chlldren held prisoners 1n Kappur
" had been done “to death only a few haurs;§e ore they}retoo k> the )
. Clt}’. R ‘,, B o ‘ 1 :J / v ‘o
/// N I N .K/ 5\ ‘ / : } :“/‘ ' { e .
C s . . . To Indians, the House of “assacre«wlll always remain a ot

. " shrine to offer,prayers’ of anger and swear oaths of vengence,
for it was a memorjal as much to BrlngshJatroc1tiES as to ourt
.. own.’ "iIn our ‘minds, BiBighar can never be separated from its

- uses or its consequences; «to us, B1b1ghar Fattepur, DayaganJ
‘are interrelated and’ the massacre.of July ‘15 is only a.part of-
it's gruesome backlash. Fhe monument to this crime is a denun-
ciation.not only of the butchers’ who hacked the British women
an chlldren to pieces but also of Nelll and his subordinates -

. who avenged the crime with- matchlng:feroc1ty.
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The master'étroke‘in the design of the novel ig theé%elf—cﬁa acteri- "
"zation of Nang  But T%4e Devil's #i4d is excellent in th pdiﬁray§1 of other
characters alsc —- the Wheelers, the Hillersdonsg Tantya Togifénd others.
As 'a novelig} Malgonkar is deeply interested in characters, Chawacters
living in a period of momentous change presented ithe greatest éﬁallenge to
his powers as a.novélist. He wds, of course,.free to gonjecture about

- private passigns and motivations of both Britishvand Indian characters.
But he was careful to see that imaginative speculation was hedged about by
close historical scholarship He recreated Nana Saheb, General Wheeler,
Tantya Topi, Todd, the.Hillersdens and,*othersyvith tfe aid of historical

imagination, vivid, and yet ccntrolled by, study) and. research. Under his #
" pen the black-and-white gicture'ofisqme,gri;iéh historians dissolves; saifits ~
and sinners regain Some Measure, of,hq@abity. This is especially true of °

Nana Saheb,',who was ofterd portrayed as a monster of evil by British writers.
In T%e Devil's Wind he is ssimply ‘a pampefed prince. He.is presented
neither,as a Villa%nousfmonster nor as the forerunner of -Gandhi and Nehru,
who brought “freedom tc India'less than a cemtuty later. In Malgonkar’s view,
then,sthe Rebellion of '[857 was more than "The Sepoy Mutiny," but less fhan

" "The First War qﬁ;lndian Independence. "’

e
- -~ .'
1y .

This novel is the most profound flccfonal treatment'gf the Rebellion
of 1857 from an Indiar point of view (The lightrunmers of Bengal by John
Maéters‘presents the British %iew.) The rebellion %nd its massacre -~ it

'is 411 here, put ‘down word for vord, pain for pain, agony for agony, with

+ the precision of a-surgeorn, the egacfitude of a matﬁe@qtician, anq with the
deep understanding of human behavior of a skilled and experienced novelist
with other achievemgnts to attest his qualifications. The novel could also-
be viewed as an historical monograph (one involuntarily looks for, the foot-
notes.) "This is the way it,probably was,’ one says to himself, "this is
the way the great rebeliion appeared to ode of its leaders; this is the,way

. 'it'appegfed to the anvil, not to the hammér." - e
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(N.B. Pags numbers\in parentheses refer to The Devil's Wind),

Ldd

January 1857

March 1857 '

1

10 May 1857

U ' ’
. 14 May.1857

May 1857

22 May'1857 -

June 1857

\‘»Mutiny and massacre at Meerut (D W. llh)

- ¢ -
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1857-58 India ., |,
T ~An Appr%ximate'chronology of ’
the Sepoy Mutiny or the First War
" of Indian Endependence ( - S )

. 7 e

"Rumor of hgreased.eartridges" starts in Dum Dum (D.W. 97).

-

Nana third?Lthree years old (D.W: 105). -

" News of Meerut reaches Kanpur (D.W. 112)

*‘Meerut mutiny followed by outbreaks in-Delhi, Ferozepore,

* Bombay, Bareilley and other’ piaces, e , /////:>
3 a e R »

A

A

4 "June 1857

5 June 1857 -’

6 June 1857 -

23 June 1857 .

) 2% Junes 1857 't

27 June 1857
SV “ . )

'30 June 1857

~

12 July 1857 .

.

d

r

.

Nana trusted by the British to take care oﬁhthe treasury
‘(D.W. 199, 125-127) ‘disarming ofsepoys in Lahore, Agra,
Lucknow dnd Marden. ] . o
A .

Mutinies at Allahaba s Tiicknow; “Benares. Throughout
June the revolt spreads through the. Ganges plain,

The British population in the entrenchment of Kanpur
(DLW, 125<127) . -

-

Mutiny at'Kanpur and siege of European survivors (D.W. 147).

\ R e .. -
Nana joins the mutinous forces who return from Kalyanpur,

©

Nana asgumes léadership of troops (D.W. 148)

Day of centenary “of the Battle of Plassey when Lord
Clive s vigtory had begun British rule (D W. 60, 169 -174).
" Nana's j%tter addressed "to the Subjects of her most
Gtacious Majesty Queen Victoria
Surrénder of Europeans.. Satichaura Ghat massacre of
Europeans (D.W. 184—189 288).

Ceremony to install Nand -as Peshwa {D.W, 194)’ \\\\\\\\,

news of Kanpur reachs Hav%lock at Allahabad. :
. : ™~

v

The ﬁirst battle at Kanpur-(D.W. 292). A o N\
. . L ) . g . “
. >. /, .
L 69_ N . ’ -




16 July 1857

March 1858
3 April 1858

6 April 1858

January 1859

18 April 1859

27 May 1858 7

6 Juneﬂbésé 1’

gi November-1858 Queen's Procla

. * Bibighar massacre of Eurobeans (D.W:‘2063207, 286), + -

7 . : -
17 July 1857 Havelock»enters Kanpur ay the head of a victorious army
= - advancing from Allak ad and defeats Nana (D W. 205)
. 18 July 1857 Nana evacuates Bithoor under cover of night
N 20 July 1857 = Neill arrives at Kanpur and is t in charge of
‘ Kanpur with’an avenging British. fqrce. Mutinies |
. at Indore, Agra, Mhow and othe¥ p aces.‘
"August 1857\ < Mutinies at Kolhapur, Jubbulpore/and other places.
A )
) September 1857 . Delhi assaulted and recaptured by the British .
P ‘ - (September 14-20) (D*w. 232). Lucknow relieved by
& Havelock and Outram (25 September).
‘zﬁ«\,., -~ +
. October 1857 . _ - Mutiny at Bhogalpur. * . o -
4 ' ‘ . . ~ N o
¢ ., 17 November 1857 . Lucknow relieved by Campbell. co0 AR
-, 6 December 1857 Decisi?e battle of Kanpur; armies of the Rao
, - * and Tantya Topl routed by, Campbell (D.W
January-1858 ‘Campbell's campaign ,to recaptur
¥ . .

3

Lucknow recaptured.

Jhansi stormed.

/ / N .
Jhansi, . //>//////

Tantya Topi and/Rani of Jhansi at gates of Gwalior
(D-i. 250 . ' —
/

. Rani of Jhan¥i and Tanty Top:.proclaim the rebirth/
" of Maratha (,/ federacy (D W. 250)%

" Final capture

Tantya poi ary _Rani of Jhansi seize Gwalior by surprise.

\
N
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 THREE-PORMS- “
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o e4STON .OF_PARICULAR DELIGHT,
NOT REALLY & TIME OFuABj)UNDING JOY
EE

» o .
’ s Translated from the Bengali
v \ . by Aditi Nath Sarﬁbr .
* - =
king from head - to -foot, wall impinging on wall, cornice
on cornice, the changing of sidewalks at midnight,
At the time to®retirn Home, home withia hbme,‘leg within
leg, chest.within chest, ey,
And nothing more =~ (or much more besides?) -~ and ‘even
. before that, " i
Quaking from head to foot, wall'impiﬁéiﬁg.upon wall, cornice
on cornice, the changing” of sidewalks at nidnight
Time to réfurn home, home™within‘hone, leg within leg,
- xchest within chest - ' e | -
And nothing more, : '
"Hands up!" -= put ,up your hands -~ till someone-comes
- “around to pick you up i N
. Inside the black wagon again a black wagon, inside that again
© & a black wagon - . , o .
Captive files of door, window, graveyard -~ tumbled skeleton
Within the skeleton), white:termite$ within the termife, Iife;
within life, death -- ergo T
- Death within death . . - ,
And nothing more! ' < .
"Hands up!" -~ put up ydur haigs -~ till someone comes around’
to pick you up s N , ,
Picks you up and throws you out of this wagon, but iﬁto another
Where someone always-waits --" like a banyan sapling, plaster
.clenched in fist * ‘ -
Someone or the other, whom you do not knoty . 5
Waits like the hard bud behind the leaf
Golden spider-noose in fand ~- a garlaﬁd
For you -~ your wedding atwmidnight, at the changing of
sidewalks <~ quaking from head to foot
Wall impinging onvwéli3 cornice on cornice,

N '

Supﬁbée, the train station racing avay leaves the train behind,
‘next to the spent light bulb the brilliance.of stars
Suppose, the shoe walks, the.foot is'still -— sky and abyss
topsy-turvy S ’
" Suppose, the dead man's lit'ter sped on the shoulder of infants
to the burning-field on the river, the distant shore
The prostrate connu al-jig of the ancients - i
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. Only then | J -~
It quakes from head to J‘fc)ot: wall 1mpirtg1ng on wall,, cornice
on cornice, the changing of sidewalks at midnight - //
Time to return home, home within home, leg’ within leg, ; ! -
: chest w1t}r1n ?fxest - o ~
And nothlng mote. . < ‘ .
b ’ - - ‘ /

- - Neither even v : L
# L Turnlng to see the other) - : e

. And see, across the flat sky
_ / ¢ A ploddingwdonkey,
/ ' And the moén inside the forest , .. .
/ In sf?g’rt, for me the news . ¢
Of their switching places *

"y > L\
7 R "A‘ . ‘.

It is not an occasion- of particular delight, 1t is not really
a time of abounding joy

_ THE. DQNKEY AND THE MOON . e -

. Once I had only to lift ny eyes ‘ -

¢ vy

» 'Tg, sée Donkey and Moon go walking
. S lently through the woods

« -

; And this, this g01ng together, you ' /
-,——————,A.l.]__call Love. Aa for me, °

/ I see no- meanmgfulness in such / ‘
p"'s;. I have so often . o e

way,

' parailel courses, like that Donkey e
. 1/ ANe Moon. Si . P
’ itho '

ﬂ“" Wi words .
/%" None of m ever. touched\
/ Me . ! ! N

Even now I shut my eyes,

Is alone meaningful.
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- Their yellow bdgs grown full like sheeps' bellies

- 71 -
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. IN Tﬂp/%OREST OF LATE AUTUMN

In the §9rgst of,léte autumn I have seen many postmep " -
wandeping '

s swollen with grass
What timelgégiold new letters have they
. / postmen of thé woods
I have Wétched how ceaselessly they go picking like herons
. secretly at fish *
Such impossible mysterious alert hurry is theirs
They are not like our own postmen )
From whose fihgers our endless indulgent iove letters

picked upy these
L4

keep getting away Y
/e
We are steadily moving far away from each other Y
In*our greed for receiving letters, constantly moving farther
- L)
~away ‘

We are moving far away from you-and tossing letters full of =
- - « love. into postmen's hands ’ -
And thus we.are moving far avay from the kind of people
that we are ‘ ’ )
And in this way we are trying to express all our ‘own errant
‘ weakness and intention.
do not see ourselyes when we stand before the mirror any
more , .
keep arifting inéihe unpeopled emptiness of balconies
in the afterncdon - -~ :
this way 'really/we strip odr own backs and drift avay
in the ploonlight )
is mak& days that we do not embrace eacH other
is many days /that we-do not enjoy "the kisses of people
is many days that we do not hear people si
It is many days that we have not seen bab ing children
We are drifting into a land of such unnafural
- cdincidences

/

Ve
We

In

It
It

In the forest of late autumn I
Their yellow bags full like

swollen with gr
What timeless old new letters have they picked up
Those postmen in bhe forest of late autumn

ve seen many wWandering postmen
e full bellies of sheep

The distaace of one letter, from another letter. increase
steadily ' . N
I have not seen the distance of one tree from another
increase )
. .\ ”
5 -
. t ' *
™~y .
» / U .
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Suzanne Henig

THE BLOOMSBURY GROUP AND NON~WESTERN LITERATURE .

#

An English literary
group reacts to - .
- . , Oriental literatyre

In the nineteenth century a great interest in Japanese art; oriental
botany and ceramics was develpped by the English., In fact, many botanists
were leaving Albion's shores for Nepal, Sikkim and the foothills of the ' ‘
Himalayas seeking exotic plants and flowers. The azaleas and rhododendrons
much prized by the English in their gardens today returned with these early
amateur botanists via the standard trade routes of the century. Expeditions
were constantly-being arranged. Unfortunately, this great English interest
« im che art, plant life, -china and pottery of the Orient did not extend-to
the literature. “ . '

s

The’ situat #n today is an entirely.different matter as non~Western *
literature is in a fairly healthy condition in all English~speaking countries.
Some of the finest publishing houses in England and America are printing
English translations not only of Asian classical works, but of contemporary
non-Western writers as well; UNESCO also has been active in such publication °
and distribution. Earlier in the century, however, this was not the case
‘at all. Whether because a certainm nationalism existed in the English~speak-~
ing countries that regarded the languages of all colonial nations or former
colonial powers as less marvelous than English, or because of an incipient
jingoist insularity, English-s aking peoples were not ready to admit the
merits of any literatures oz&giethan their own and other European literatures
which might be as gosd or mfght even be greater in some nstances. It was
of their own oriental interests in such literature during the early decades

. of’ this century, that a wider interest in non~Western literature began to
emerge- “
. a S .

The Bloomsbury group was a loosely allied band of friends with Cambridge

origing who lived in the squares and streets of Holborn known as Bloomsbury.l
On Thursday nights they met in each other's homes; and after 1907, in the
apartment of Adrian Stephen and his sister. Virginia, who later married
Leonard Woolf. Members included Clive. and Vanessa-Bell (Virginia®s sister
and brother-in-law), Leonard Woolf, Virginia and her brother Adrian3 Duncan
Grant, Maynard Keynes, Lytton Strachey and Besmond MacCarthy. All were
destined to become famous with the ensuing years- In fact, it,c¢an be said
that the most important intellects in England between the two world .wars
either were members of the Bloomsbury group or had close frienaghips and
associations with memhers. Bldomsbury membership grew out of the Aposqles'
Society, a secret amd old group of Cambyidge students and dons who originalTy
met for the purpgSe-of intellectual disyussion in each other's rooms at

" Cambridge. Lord Tennyson and Sir Lesl Stephen’, Wirginia ﬁbolf’s father,

oy . .
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‘ were early members. "The Apostles can be said to be the-direct ancestor of

the later Bloomsbury group.
Other friends of the group who floated in and out of meetings were
E. M. Forster, G. E. Moore, and Saxon Sydney-Turner. Occasionally included
were T. S. Eliot, Arthur Waley, Lord Bertrand Russell Lady Ottoline Morrel,
Roger Fry and in later years David Garnett, Charles Mauron and Victoria
Sackville-West. John Lehmann, who was early associated with the descendants
of 0ld Bloomsbury through his riendship with Julian Bell (son of Clive and
Vanessa Bell and nephew of Virginia Woolf), later became mo closely allied
with Bloomsbury through his affil¥ation with the Woolfs at their Hogarth
Press after 1931.

Pe;haps it was Letters from John Ckinaman (1901) by Goldsworthy Lowes
Dickinson, the kindly and gentle Cambrid don, that first aroused Bloomsbury
interest actively in the Orient. In Dickingon's "An Essay on the Civiliza-
tion of India, China and Japan," from this bogk, there is the observation
that: ‘

The West has invented, if not science, t applied sciences
and 4n so doing made the externals of life\for the well-
to-do at any rate and perhaps also, when all Ys said, for the

spoor, immensely more comfortable than they have\ever been
before. It has made it possible for a much greater number of
people to live in a given area; but at,the same timg it has
almost destroyed the beauty of life,and the faculty of dis-
interested contémplation. (p. 70) $
This may be said to represenu-accurately the attitude of E. M Forster
as well (England’s Pleasant Land). There were other connections, nonethe-
less, some more easily traceable, which might have acted as catalyst for
such interest, Virginia Woolf's ancestors had been associated with the

Colonial Office in Indta. Her husband, Leonard, was for several years with

the Civil Service in Ceylon. &?Eton Strachey's parents were long involved

. in Anglo-Indian affairs also, with Lieutenant-General Sir Richard Strachey,

his father, having served first with the East\IEdia Company, then as secre-
tary to Sir Henry Yule in India during the 1857 Rebellion for thirty years
before Lytton's birth. It was to Sir Richard that India 'owed the intia-
tion of her policy of the systematic extension of railways and canals which

increased, to an,incalcuable extent, the wealth of the country ..——7 ."3
He was an amateué botanist as well and before 1874 had published with a

collaborator named Winterbottom a Catalogue of the Plants of Kumaon and of

Adjacent Portions of Garhwal and Tibets For this work he was elected to

the Royal Asiatic Society. Lytton himself had spent a memorable visit in

Egypt and had written an early essay on the Chinese diplomat Li-Hung Chang.

One of his aunts, in fact, was Indian. Arthur Waley was immersed in the

translation and publication of non-Western lite:atpre. Much later, Clive

and Vanessa Bell's son Julian tried'with.difficulty/ﬁg;go to the Orient;

no jobs were offered him. He applied unsuecessfully for positions in Siam,

Japan and China until on 16 July 1935 he became Professor of English at the

National University of Wuhan. He delighted in the differences of China and

in the similarif ies of the topography to places like he knew well in France and
. - \ L4
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England. 1In fact, hé described his new friends among the English and Chinese
at Wuhan in a lettét ‘to John Lehmann a$ "very much a Chinese Bloomsbury."
The courses he taught in literature at Wuhan University consisted solely of
the writers of Bloomsbury whom he knew personally and to whom he was related.
Julian Bell left China at the end of January 1937. Objects sent by him
could be seen in the homes of Bloomsbury as daily reminders of other ‘cultures,
Virginia Woolf herself early reviewed non-Western work (unappreciatively, it ,
should be added) when she wrote critical .evaluations for the London TZmes
Liiterary, Supplement.% E. M. Forster, long ‘interested in India and Alexandria,
set his most important novel, 4 Passage to India, in the subcontinent. It is
g truism that the deep ingerest of Bloomsbury in non-Western literature and
pularization in this century of oriental.litera—

ur , . .
A s ! . '
. . 4 - LN
The actual contribution of Bloomsbury to non-Western literature was four-
fold in origin: 1, translation/df non-Western works; 2. ments of non-

Western literature found in thedir own work; 3, "“publicati6n and support of un-
known non-Western wriEers; and 4. the impact of Bloomsbury's oriental inter-
est on young writers.” Thesé four vital activities “are in part responsible for
the resurgent interest of the Engl ish-speaking world today in Asian litera-
ture, * .

AN - . P
“ranslation of lion-Western Works : . 8 -

Dr. Arthur Waley (1899-1966) has~been-the supreme translator df Chinese
and Japanese works into English. Waley, it must ‘be remembered, was an alum-

3

nus of“Caébridge and always on the fringes of Bloomsbury. His. first published .-

translation, thirty-seven poems of pre-T'ang poetry, was published in 192]57.5
None of these poems had ever been translated into English before. This was
followed in the same year by Waley's publication of thirty~ejght poems by

Po-Chu-~i. Only three of these poems had been previously translated. He
added in a '"note ‘on -he metre of the Translations" that "I have ., . . tried
to produce regular r&?thmic effects similar to those of the original. ach
character in the- Chinese is represented by a stress in the Engl ish. .

This marked the first time so scrupuldus a metric translation had e{er beeh
observed in translating Chinese. By the end of his- firstgpyear of 't ransla-
tion, Waley had published more than twenty-five additional poemé in two addi-

tional popular magazines (The,Vew Statesman and The Little Rediew) and_his ‘

real life's work had been launched.

*‘

i/

Waley's contributipn was, of course, the most imporfant and pivotal. .
Without it all the good will in the world on the part of Bloomsbury would .
not have achieved any fieasure of success. Therefore, £his achievement is all
the more extraorgigary\when one considers that the greatest translator of
Chinese literatur he™Most erudite and chief Orie alist of our century,
had never been to the T3 East and had no formal training in oriental Iahgu—
ages. He was'the translator nonetheless of the six-volume Tale of Genjz,
the world's first psychological novel of the Heian period’ (tenth century)
by Lady Murasaki Shikibu, the Anglects of Confucius,, Monkey, a number of’

Jo plays from Japan (which were impbdbrtant in the work of Yeats and Pound)
and a plethora of full-length.books and hundreds of articles-ang reviews in
all. During this time he earned his living as Assistant Keeper of Prints
and Drawings for eighteen years in the British Museum.

‘often the skill of the translator is not equal to the work he is trans-
laffing. This was not the case here. pAIW Arthur Waley, a sensitive poetic?
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genius éhd aptitude for scholarly precision was wedded to an exfraordinary
comprehension .and sthathy for orienLal culture that manifested itself in'his

Insti ute of Pacific Relations at Kyoto. He called it ''The Originality of
ese Civ'lization and it dealt with the early poetry, No plays, fiction,
Several years later he prepared a 328~page
atalogue of P intings Recovered from Tun~Huang by Sir Aurel Stein, X.C.I.E.
. 2"8 There wys no aspect relatihg to the Orient upon which. Waley was not
consulted, and his works today remain the most significant.link between the
oriental- and occidental Curiously, in a more personal way, Waley was
responsible for changing substantially the views of Virginia Woolf toward
oriental literatufe. In_an article published some years ago in therature/E&st—
west,” I showed how Virginia Woolf was not at first sympathetic in any wa§ to

the literary expressions of non~Western culture. This attitude was totally
reversed, however, after the publication of Waley's translation of Tale of

Zenj7, .which she reviewed.l0 At last she was made to realize how the differences
between Japanese and Anglo cultures did not make the Anglo superior. In fact,
she came to the gontrary conclusion. I quote from my article:

—~

. . [Virginia Woolf's review] of Arthu Waley s translation
: of Tale of Genji marks the change in hev;former attitude. , It
is 51gn1f1cant that the transition occurs as a result of the
voice of a woman of sen51t1v1ty of the tenth century speaking v
.to a woman of similar sensitivities 1n the twentieth which
bridges the cultural and epochal lacunae Virginia Woolf ]
a- paints vividly the unsophlsticated Anglo-Saxon culture whi¢h -
. produced religious homilies and perpetval fighting. At the
- same time in history, she shows how the more sophisticated
Eastern culture of the Japanese n6b111ty was mindful of the
. - beauty of nature and wrote poetry about flowers. It is a
love of nature and this type of sophistication which Virginia -

. 8 Woolf .could intimately understand, particularly so when the
3 . problem of being an intelligent and sensitive woman in the tenth
' century Japan. is little different from beiqg a twentieth-century™
d . -t counterpart. At last she is able to say, ""All comparisons
) between Murasaki and the great Western writers serve but to
bfing ou§ her perfection and their force.'l1ll - o,
s -
| . This change in attitude’ in ore of the major writers of twentieth—&entury
X . English letters was to be'reflected ‘in the years to come in her own work
i ) whith-will be discussed later in this paper. There is no doubt that English
| literature has been immeasurably enriched by the work of Arthur Waley. In
3 ' fact, all European literature was'enriched also since it is a well known fact
that French and German translations of oriental works are rendered from
English rather than from the originals. Waley s signal contribution remains
the central and most 1mportant of any member of the Bloomsbury group of their
friends. . .
¢

Elements of don-Western Literature in the Work of the Bloomsburg Group

. More than any other member or friend of the Bloomsbury group, the work
o of E. M. Forster (1879-1969) represents a life-long and consuming passion for
- S

A




Y

: non-Western literature, in'particular Indian, and that aspect of Egyptian
literature relating to Greek and Coptic culture. Forster matriculated at
King's College, Cambridge, whese he studied under and gained the friend~
ship of both Glodsworthy,Lowes Dickinson (whose biography .he published ¢
years later) and.Roger Fry (1897-1901). His first visit to India occurred g
between October'1911 and March 1912 and.-he was accompanied by Dickinson
and R. C. Trevelyan. This sojourn-included a visit to the Maharajah of
Dewas Senior Staté&, a man Forster was later to describe as a-saint. . The .
‘following year he began on his masterpiece’, 4 Passage to India.” (Obviously
) there is additional significance to the title, vhich was also the tisle
of a poem by Whitman. 1In his poem, Whitman implores, America to surpass
$iterial achievements‘and\regch the realm of the spiritual "seas of God,"
Forster had a similar plea for England in mind.) * Between 1915-1919 he .
served as a volunteer officer with the .Red Cross in Egypt and recorded ‘
his impressions of Alexandrif. These appeared later in his. book Alexandria:
A History and a Guide (1922) and in Pharos and- Pharillon (1923). His
"second trip to India.in’ 1921 inspiredhim to complete A4 Passage to India.
‘At “this time he became.private secretary to the Maharajah of Devas Senior
A State, whom he had visited earlier, and in 1924 hig povel was published.
- Forster's understanding of Hinduism is superb. It is embodied in# Passage |
0 India in his characterization of the passive Professor Godbole, who is
immersed in "an understanding of the cosmos; he is-preoccupied by the visible
Or sensory rather than the actual. . He is-the persona grdping toward enlight-
"enment found in the belief about which Forster has written: a

%

The Hindu is’concerned not with conduct, but with vision.
To realize what God is geems more important than to do what .
God wants. He has a constant sense of the upseen -- of the
3 _ powers around if he is a peasant, 'of.the power behind if :
. ) is a philosophet, and he feels that this tangible vworld, 3??5
its chatter of right and wrong, subserves the intangible .12

. , ‘
Mrs. Moore, the Anglo counterpart to Professor Godbole in ‘the novel,-
journeys to India an misinterprets the Marabar vision but, ironicallyf
becomes a Hindu deify after her death, parf of ‘that mythology she could not
comprehend in life. Although Forster himself was life-long agnostic and .
humanist, he pergisted in attempting to bring an undgrgtanding of the Eastern

G

forms of relig; n, Hinduism q?d Islam, to the West.! .

In #ill of Devi.(1953) he salutes Islam for its order and criticizes
Hinduism for its chaos. But at the end of his life, 'he criticizes Islam
for the very orderliness which earlier caused his admiration.l4 In this
work Forster describes his earlier two visits to India, vhile sensitively
delineating the crises precipitated by India and Anglo-India. He 'approaches
with’psychological insight the advocates of both modes of existences )
Christianity, Hinduism and Islam are/juxtaposed within the Indian landscape.
Differences of belief are melted together and blggred with his- pen. Only
the individual uniqueness remains. - . P
. \ / .
,A good indication cf Forster'é vvasmiec Tndian sympathies in his
*  warm dedication to 4 Passage to I%dﬂa and essays which mention the Indian
educator Sir Syeéd Ross Masood, who "woke .me up out of my suburban and --- -
academic life, showed me new horizons and a new civilization and helped -
. me towards the understanding of a continent, ! e

o ‘ . o
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In 1945 Forster paid his third and last visit to.India to attend the
PEN conference at'Jaipur. During his lifetime, he prdﬁ@ced six books or
pamphlets inspired by India and Egypt and 102 articles and reviews,l5 cer-
tainly- & most substant ial portion of his canon. It may be said in consider-
ing the impact of India and Egypt (Coptic and Greek) on Forster's ‘dife and
work that it was the philosophy, vision of life gnd its harmony witb nature,
that predominantly attracted his interest rather than any scholarly cur1031ty
about eastrn history, anthropology or culture. If one is to understand
Forster and his high place in modern English letters, it is necessary to be
acquainted first with the literature, philosophy; and religions of India and
Egypt. Western humanism was tempered in Forster with Eastern enlightenn@nt.
His very life of retreat in his maturity (precipitated actually by the Ioss
* of the lease on his home) into the intellectual milieu of Cambridge reflects
more a commitment to Eastern philosophy and withdrawal from the life of
actipn than any escaplsm from Western civilization itself.,
‘ o v .
Virginia WOolf, whose attitude toward oriental literature was complftely
reversed by Waley's translation of Tale of Genji, as was shown earlierg
mirrors this reversal- in her fanciful flctlonallzed portrait of Victoria
. Sackv1lle—West (peet and novelist) in Orlando: A Biography (1928)," She .
acknowledges her "debt'" to Waley by mentioning him along with al ’ﬁer frlends,
relatives and obscure acquaintances in the amusing preface to the book. This
is the first and only of her works, however, to utilize non-western elements,
not only 4in it# Iandscape symbols, garish’ “#nd bizarre costumes of its pro-
tagonlsts, but even in the central concept which results in-the sex trans—
. , formation of its hero—her01ne, Orlando. Could Virginia Woolf have been ’
y f iliar with the Buddhist 'tradition of the goddess Kwannon, who performs
‘a 51m11ar feat with every harvest? ‘

- 7 ¢ &

" Virginia's husband, Leonard produced a first g vel The thlage n the/
Jungle (1913), which preceded the publlcatlon of her ovn £irst nevel, The
Voyage Out, by two years. Leonard's work was an’ t1~1mper1arist thinly~
disguised semi—autoblographlcal novel which went/ through four editions in
twelve years, Tts great significance was its
ism at a time when the Engllsh temperament w stlll marching to the flartial
strains of, Kipllng In the last decade of Lébnard's .life, when he returned
to Ceylon on % final visit to the,eduntry’ﬁ had known over forty years ;/iv
before, he was greeted with//etes and Jubllatlon because of the visionary

views' of his novel. /é/// : P . ‘ ,

- English edition of Waley's transl fon/ of the longest Chinese fictional
- ﬂwork Morkey (1942) . Seven impregSsiofis had been published by 1965. Roger
the art critic of Bloomsb y, it/ his Last Léftures ( p. 63), was con- /
rned with an“Egyptian portrait head of .the Sal 1 period. He further com—
pared in 113 esthetic theorifs the unity of ;iperature, 'successive unity"
as he de ignated “it, 'to Chigese paintings long~rolls of silk. )

. . N

T' S. Eliot the eat literagy alctat%ékand taste—maker of thls centu:;/

-

¢

stlnct tone of anti—colonlal—//
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who influenced intgllectuals’ in a new appreciation of Donne and the mddita- '
tive (metqphysic ) pdets, studied oriental philosophy and teligion when he
was an undérgra ate at Harvard (1911-1914). The study.of Patanjali's meta-
physics was undertaken with a lecturer, James Woods, and the study of

Sanskgif undey’ Charles Lanman, one of the greatest -authorities on the sub-
Ject in mode t imes,

s
&0
/ t

/ K This intellectual 'dbsotption was to find. expression in The Waste Land -
' 1922), which named an era and deciphered a world of doubt, failure, unrest
e and sterility to itself The voice of thunder which expounds the three keys
20 grace presents the command of the Bhagavad Gita "Give. Sympathize. Con-
trol." Shantihf'which\completes the poem, means "peace" in Yanskrit, the
peace that surpésses'understanding and is tb& only-hope, at this time, for
. the inhabitants of The Waste Land v

o ) 3 "
. The jmpact ,of tEE_EBZHYEH“ ith their similar yet very different .
triad of/ admonitions, "Birth and copulation, and déath,". is found in "Sweetley
5 es" (1925-1927). Curiously, after Eliot's religious tonversion in
» his absorption. with oriental philosophy is replaced by|Christian
theology. The earlier troubled, ,uncertain E1j6t sought an answer in Hindu -

. pﬁilosophy which hé ultimately feund in Anglo-Catholic t@neci;ii////
Publi:ations/&ﬁd Support oﬁ/Unan?% flon~jlestert Writers ,'

s

v

gf\h\ Forster was pre-eminent in,%elping to publish-and support non-

Western writers. "Raja Rao and Santha Rama Rau, who Subéequ-ntly dramatized
Forster's A Passage to India; both credit him with thein early publicationms.
. Becayse he was unable ta publish Q}gxpovels; Yulk Raj Anand|was contemplat-
~ ing suicide in” 1935 when Forster w¥ste a preface to his work, Usntouchable,

which had been rejected by no less, than séventeen publishers.. Forster's

preface resulted in its. publicat ion by the eighteenth publlisher. Fotfster

also wrote a preface to Huthi Singh's Maura (1951). Other {Indian writers RS
»for whom. he- wrote prefaces were G. V. Deng}'s HalZ (1950) %or which T, S.
:Eliot also Wrote one and Zeenuth-Futehally's Zchra (1951). | It is no wonder °

that ene writer observed the Indian novel/'"grew up in the ghade, literal as

well as metaphys1caliwgf_ggﬂazd—MnrééﬁjPorsterf"d

f’His)commend§tion of R ,K. Naraydn, G V pesani and N:ra*:n Menoh . . .
helped fake these writers bettef kfown 1nterna{ionally” Ip return, Indian
writers were devoted to Forster and he was eventually to ‘beco ) ’
Englishman-ever to be honored-4ith a Festehrift presented to h
‘ euchors.gppn'the/pgcasion his eighty-fifth birthday.
. N >

o
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Iﬁcreasing ¥y, liké Russell, Forster became more politiically aware T

with” advancing ag ing.World War II as president of the™National Council
;;/2ivil Libertieg, he> joined the other intellectuals in demanding the re-
ease of Jaya Prakash Narayan, who was being tortyred id 4 Lahore jail, In
/1962 he supported India.against Chinese aggression///éidi ater condemed I
United Sta:es{involvement;in Vietnam publicly o v

v - Multitudes ' of mapuscripts sent by Indiagp‘hopefuls crossed Fotrster's
- //// desk edch week and he reviewed, whenever pg&sible, the publlished work of

w“woo\




Indian and other writers on India and t as subject. He was devoted
in_Alexandria. Because of )
latter's reputatlon and o

Leonard and Virginia Woolf in their capacity of owner—publ ers 0
sﬂogarth Press from 1917 urftil the forties had the greatest opportun

’ all members of Bloomsbury to popularize non-Western literature, but ra-
§ grettably did not do so: They published Forster's Alexandri and Phgros
c‘md Phapillon and William Plemer's Sado, and Paper Houses, but published

only one work by an ‘Asian author during the twenty-one years Vlrginla
) and the thirty years Leonard ran the press. Thls wag Ahmed Ali's thlzght
‘ X Delhi (1940) which'was brought to them by John Lehmann as a result of °
orster’'s recommendation. 1In 1953, gafter ownershlp of Hogarth Press had
- long since passed to Chatto & Windus (in 1946), “after Vlng;nla s death,
Leonard's retxrement, and the departure of partfier John Lehmann to commence
his own publishing firm, John Lehmann Ltd., Hogarth published,'its second
, oriental author, This was the work of a Chinese woman friead of Julidn
' Bell's; Su Hua. 21 - ) o - . o -

.
'S

- ‘ Although prlnc1pally 1nterested in Amerlcgn ahd European literature,
. John Lehmann had a much better record' in the seven yeare/iﬁ which he had
, hig own firm in ‘regard to the publlcatlon of oriental JXiterature. He pub-
© lished Glue and Lacquers: From Cautionary Tales (1941) by Hatold Action o
. and&Lee Yi~hseh. . These tales were taken from a collection called Hsing -
- 3hin heng yein publlshed in 1627 by Feng Meng-lang. Lehmann ‘also pub-

lished Fonster s discovery, Mulk Raj Anend and some other oriental writers
in Jew Writiny, the most important. book-magazine he founded for new and ex~
peripental writers ‘to be published in Europe during this centuYy.

- . i
‘The. impact of Forster and Waley’and their immersion in the great liter~
» " atures of Asia were profound upon .the younger English and American writers: ,
, . William Fmpson, William Plomer, and Francis King at various times confokmed MY
to the established Engllsh tradition of younger writers accepting an aca-
demic post for a time at Japanese university. Plomer produced a°record
of .that journey with Sado Christopher Isherwood and Wystan Auden traveled MQ;’f
*to China, as Julian Bell had done a little before “them. Jburney to a War .-
. . (1939) was the joint effort .that was'horn vf that journey.. Isherwood, whﬁ
adhits ta being greatly nfluenced- by Forster, has become involved since hlsé »
*coming to America with Vedanta ang Yoga. He has translated the Bhagavad Gy £a
" " (with Swami- Prabhavandhda, the ngzc Aphorlsms of Patanjali, and Shankar s.
Zrest Jebel of [ 4scrznnnatz§yff He wrote, in addition, a biographical sgudy of
- Rama Krishna and his discipfes In America, the Beat Poets became infferested
in Zen Buddhism, with Allen Ginsburg as the guru of the new poetic rfaction .
joutneying to Indjia in ‘order to find enlightenment and answegs to
of the fifties. Po ﬂa an early expatriate, had alwdys evinced. an intgrest
in Sanskrit, Chinese, and Japanese literature, though recent researciseems .
to indicate he is/not the scholar of these tongues he was formerly hought St
to be. - Yet, the most profound impact has been on the translation Mot of 5.
. <lassical orie £al works, but .on the translation of contempora ariental®’
N litetature Today a novel written in Japan or India' or-Egyp) by an estab-
Lished writer will ea51ly have every expectag%on of being pGiblished, in Englls 2
and subsequently by other Western languages.““ No longer/must’ nonﬂdestern t-
erature wa1t .in the obscure oorrldors of hlstory ﬁo becrme a claéhlc befbre it
“. S .
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s rendered into English and read by Eﬁglish-speaking people. Perhaps a new
recognition of the gfowing1internationalizatiod;of the world is transmuting 7.
the consciousness. of the former Anglo-American community which, has been re~
sponsible for this state of raffairs. The entfy of England into the Common ‘
Market and of the People's Republic of Chiha into the United Nations point =~ - ©
to the signposts being there already, or perhaps it was the appreciations ,
of Forster, Eliot, Virginia Woolf and John Lehmann that are "largely respon~ »
sible for the acceptance of non-Western literature, without question, in 7
the laép decades aof the twentieth century.
5,

) . . Il . ,/
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P - 'y - NOTES o .
... + 1, Virginia and Adrian Stephgn, the children of-Sir Leslie, lived in .
- ’ ¢ Brunswick Square after Sir Leslie's death; Maynarg keynes, Duncan Grant

+and Gerald Shove took rooms in their house. Adrian married and moved
. to No. 41. Gordon Square; Maynard eigzs married andtook over a
lease of No. 46 Gardon Square; ive Bell. took a flat at the top of
"A%gian'é“house . Vanessa (Adrian and Virginia's sister) took a lease
*~on No,: 37 Gordon Square. Roger Fry lived in Bernard Street and E. M.
. " TForster“had, a pied~a~terre in David. Garmett's mother-in-law's house at
‘. ‘ . No. 17 Brunswick ‘Squgre. I ) N\ '

~

s .. . - . -, fu
* . 2. TFor other lists&“of members and various alte¥nate acequnts with wide
’ discrepancies, see CTive Bell, 0id E?iend%,"Q56; Johnstone, The ©
, Bleomsbury Group, 1954; David Garndtf, Elowers \of the Forest, 1955;
Maynard Keynes, “Tuo"#emoirs, 1949; Quent in Bell, Bloomsbury, 1968;
. Leonatd Woolf, Beginning Again, 1964; Irma Rantavaira, Virginig Woolf
“; . and Blc omsbidy, 1953. - :
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3 :Michael‘Holroyd{'Lytton;Strachey (London: Heinemann, 1969), p. 15.

) 4, Virgiia Woolf, "Review of Tie History ¢f the Indian Mutiny by Forvesg,"
The Guardian (London), 22 February 1905, p. 311; “Review of The Impard
’ © . Ligi*t by H. Fielding Hael, Times Literary Supplement (London), 27 Febraary.
. . 1908, p. 68;’ "Review of Chinese Stories trans. by George Soulie, i el

Literary Supplement, 1 May 1913, p. 184. -
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\\x~~ 5. . "Pre-T'ang Poetry," Bulletin 'cf the School of Oriental Studies
‘ < T.(1917), 34-52. | - o
© 6. "Thirty-Eight Poems by Po-Chu-i,," Byllet in of the Sehool of Priental
. Studies, I, 1 (1917), 53-78, ’ .
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.7 OxfordlUniversity‘Press (London: Humphrey Milford, '1929)/ 15 pp.

= 8. British Museum and Government of India, Oxford Unmiversit Press, 1931.
~ . . P _ \ . o
A 9. "Virginia Woolf and Lady Murasaki," -Litérature East-Feds (LEW), IX, 4
: (1967y, pp. 421-427. - . 1

10} Vigue (London), 21 aprile1925. /

11. "Virginia Woolf : . . ," LEW; p. 422 . ’ -
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12", "The Gods of India," New Weemy, I (30 May 1914), P- 338. -, .
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13. .dbznger Haryvest (1936, 1954) contains. an entire section called "The 3ﬂ ¢ -
~ East M - ‘ Y ’ > . ’ . s
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14: 'Ky Natwar Singh, ed’, Eﬂ‘M; Forfster: . A Tribute (New York: Harcour&, .
Brace ‘& World, Ing., l96ﬁ),'p.axii. . oo 75 D
- « - 'd - e
15. cf. B. J. Kirkpatrick A BLbLchraphy ole M. Forster (The Soho; , )
' /ﬁlbliographles) 2nd. ‘e ‘(London: Rupért Hart-Davis, 1968). & e e
. . . ¢ ‘,;‘ N ) y
16. Sed' Ellot, Aftez* Sz:):ange chs, London, 1934. . °  ° " e ﬂ ) i
17. If Bloomsbury and its friends popularlzed noanéstern literaﬁure, .the . ,
Lo cross—fertllizatlon was,two—foid° Choi Jae-su (1908—1964) and Kim S
Ki-rimf (b 1909)., LwWo Korean poets, introduced T +S. Eliot*s poetry RIS

T ;.'and criticism ro Kcrean llterary Cireles 1n the’ early thlrtles,_ (V.
Kim Jong Gil, ”T S. Eliot's.Influence on’ Modern Korean Poetry," LEW,
XITI, 3-4 [Deeember 1969],.359£fy. Later a younger poet/Min Jae-skik -+

-}

.~ 71 (b. 1932) wrote, his M. A. thesis ch Eliot's Four ‘Quartets and also | | R
wrote four long an'd ﬁnpdrtant dlstlnqtly Ellotlc poems. oS s v .
. - . . © . . S
18.° SutJlt thherJee, "The Indo-Anglo Novelist as Best Seller," LEW XIII
T 12 (June 1969), pp. 83-93. , . . LN .
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19, Letter by E. M. thster, et al. in'The Speatgtor, éélg (30 November
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+ +20. For a coﬁplete picture of Hogarth Press, please. see my forthcomingF.

~book, Tke Hcgarth Press: . A Hnstory, to be published by Indiane -

Uﬁlversity,Press next year. . , '
~“ . ’ ) -

21, Su’ Hue, Ancient Melcdied (Londoﬁ: Hegarth Press, '1933) .. a i
4 - . N e ~ 'Q N .
22 'This statement may’ not true today as {t was several years ago‘ .

.

before the current-: econq@lq resession. }ccording to recent publish-
ing sources i;iﬁew York, serious literatupe has little chance of being
published at. 911 in English, .whether of foreign or native origin. Pub~
‘s » lishers ;today will “only endettake ghe printing of thegéertain commerczal‘
,success  Hopefully, as the’ economic picture amelioratesk this condltion :
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-

e : The food is “excellent.’ The -_guests go Home  .% ~

\ o )
.- . FIVE PORMS .

e 4

* 'GRACIOUS LADY = .
. Lo i

. No onesleaves hér house unrmpressed .

. ,' surfelted .and tMnk of hér. in soft, brlght ! )
-~ c]:othes,afllttmg among gcodbyes, . 2.
. or settling briefly in a chair 1n%r re D, e

' ‘de‘corated un1veirse Chandeller§, -~ . % “
.like opulent earri Tight ’ :

the elegant geometry ‘o%? ™ R
b carpet where

- furnlture, and the Pérs '
flowers in,a choral dn‘sclpi.;n.nep ’ * ~
® Tsing to the eye. . L s
A .
Like ‘her rdom,:sHe live@ . S

.

+ in suhtle ton skillfully "’ . )
» juggling the gb{S‘Erﬁ‘a{e toﬂgrace. The. antique- .

silverware am:l modern arty - .. .
. her' well-chogden husband, thé chlldren in ¥
polished shges and stlff white socfcs, are artlfacts
- of her tast, She wears her household ,
. as the brac’elet at her wrlst, witich we all admlre. .i

W B Ve me
* . -

.
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B an‘d leave her the servants ‘to shout at. D e
d ‘ : v& . .
, . o~ .
* r o} S Y . .o
> \ .
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.Year after year the sseasons . . . -
" blossom. in her garde‘h well-kept, .- :

»* like coektail party guests. ’l'he successful husband
‘¢ “may retive, but servants - °
‘~~ the silver shiding ' and

Y .
v

s perfect

In dreams guests turn tﬂheir backs on
. ~in corner$ an ambiguous dust'ﬁ/ .

eath .day is an awkward pause that fol c

the wrong thing said. Her decor seems -

to tarnish slowly. ‘The good children marry, .

No
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’ he died easily-&s a kitten. ¥/ *"
LA _We put him in th wicken\bler—- .
[ Y
“wasted like unripe\fruit;

. A e

; v " pile“flowers around,
' from the Holy Book, gi
But not-for him.

~

All our children are sudd/ply
* not safe, and we -grope among

- prayers for a talisman against

the outrage  of God' s Will,

o + Let him go unprayed for’
TR N as, the grasshopper'§ funeral

R IR ' : i¢" a summer day. Find in his death
¥ a wirrdfall out of season, ,
. . " a kige's plunge. Small
\ ‘ , . and the mind falteg
Tomorfow his b
, .. and where-a twig snapped

b/ ’ ’ -
~dRit-Téaves grow.
. ”unholy earth:

curled in his basket. .

oD
//
s ¥
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Pay ‘him in the warm, -

And-ma¥ _he sleep .
casually as a kitten .

<
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She is J§§t elghteen. A pr tty g1rl
if you look at hersface.
. Fair skin, a point in favor.
"~ Talentéd too -- she sings.
N She could have marr1ed well with

;Butfthe.fine‘map of her face misleadsy

Beyond it no one ventured.

Eyes turn Back embarrassed by this wrong\address.
Her body is a country . )
uprooted by earthquake. A landscape of stumps. . -

Ry
:Wﬁo will volunteer joy to thlS ruined
bequest, or tisk his neck T

in a ndose of those dwarf and twisfed arrns'7
Waiting for visitors<«

sﬁe sits, tied to a chair by rag- doll legs.

hd -

She alﬁaya smiles, Hér face wearé bright uniforms —-
a government in exila y : -
without courage to advertize despalr.
Vegoti&ting *Self-deceit S
" we speak cheerfully of recovery

as«lf she had a cold Tied tbkits chair,
.her smilidg 'image waits ©e
every day for what. cannot happen,

Nagged by an odd:discomfort °

we resolve not—to v£31t her again.
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LOCUSTgf

They flxkldw across the city

in a cloud o

like an eye7§atch pver the sun.
Startled by/the instant ° ’
dusk, crows settle into graﬁéﬁ;;j/
Stragglers d%ﬁ and whe&l

marking time.’ The shadow hesitates
then clenches overhead.

/s .
On the/réa oys armed wié?nswa;tess
wait the birds, -

as ‘the swarm avalanches .

déwn over- the réoofs. ™ -
P/Trahglucent imps, savage and delicate
drift.through the air,_ s
blundering into hand, Peak; eyes. Their yings
splinter the light. - '

L4
.

The crows attack. Plunge headlong. Swoop
rom the pole and trees; - '
itchback like skiers ° ) i
‘into\the drift;.and flailing - - S
s.with gusto, the boys compete; show Qff their Strings:
of corp\s'e\s.; rdincertain ' b
like the spiping birds, if appetite
can stomach so much’ death. N

How fragile each inseqt is.
Yet the air . R
« rattles scraped by countless jaws.
“ "Light fires, bang cans, shqut ~- -
.gs if for help; ¢till the ;%Eif swarm risipg,

spreadeagle like Satem

, darkening the city, moves off; and the sun

EX

* may focus again,

1




" AIR RAID - ° ’ -
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‘ ) Outside my blacked-out windows. morning
. .Waits to be let in : - .
with the newspaper and the cat. ye -
- - The bombs* fell close last night. . The dead '
childrem are laid out in-
_— a photograph, blurred by the\.gnllghC'that spllls
like honey over my hands. . .
e
I watch a mynah dive like a fighter plane
/ into bushes that sag , \\
- with unclassified berrles '
~ , only birds-and children capn digest. * .
. A lazy kite .
. plays the winds against each-other. The average’®
day suddenly hurts. : "

. = - N .
Now if a motor backfires we jump, although the sky , - ‘
* 1is only flying kites. , . * o
N A car accelerating - ) - .
o ‘ . sounds like a sirem. Impaled .
on barbed~wire nerves we watch
our children play as those children played
before they were photographed
7
- . And 1f morning opens with chrysanthemums -
. ’ we know how it will end. ’ . -
. - **We must black out the sun and hide. :
v "+ Let the. guns, our snokgsman, shatter the blrds. oy
. Let the winged nightmare explode ™ -4,
\ o our childish stofies of compassion, -. o . * - .
sit blind and plug our ears. . .

.
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Indian perspectives on
) - ’ the_ British in thyee
2 ) ‘ English-langudge novels
. e
Although India has many personalities and many approaches to life, the
. ancient civilizarion is a synthesis of two pajor elements, one Hindu and one_
Muslim. The Muslim spirit has been generally reluctant to yjeld to external .
forces, while the Hindu factor, with its flexible and absorptive propensi-
¢ ,ties, has/retained ansunbroken cultural unity -- ruled by many, conquered by
none. Inf the relatively short period of British rule (1757-419%7), duration
and impadt are'not synonymous. Upon the termination of Britysh colonialism
in India, the power was divided between tyo independent dominions, Hindustan
and Pakistan; the long struggle for self-rule finally resolved, India thus
emerged a nation divided against itself, _Bxi&ish rule and the events léad-
ing to independence, together with the bitter Fruit of partition, have pro-
duced manifold reflections and intérpretations by writers involved With the
current of history. In order to discern thé‘perspective of Kamala Markandaya,
Indo-Anglian novelist, and to grasp the complexity of problems which she Lot
treats, a few of these views warrant attention. : v

’
-

Sir Percival Griffiths, retired colonial civil servant, notes fhe méjor
contributions of the British toward.the unification and development of India.
The establishment of%®a uniform system of law, the introduction of the English
school system, and the institution of the press -~ all served to develop
group, class, and natiqcal consciousness. While common ideas and a common
medium of expression --\the English language ~- made possiple and the dis~
* semination of knowledge, the press encouraged freedom of expression which, in

turn, developed high political aspirations among India., The absorptive pro-.
cess- thus reveals a double~edged iron; for while Indian writers are prone to
denounce Britifh materialism, it was—from the realm of -ideas that the Indians
borrowed most .® Further, the same British ideas which sparked Indian con~
sciousness provided the nation vith a means to fris,itself from alien rule.

\

e

: ' ) . R
'w: H. Morris~Jones, British poditical scientist and constitutional
advisor to the Viceroy of India in 1947, states, *'... .while intending to
reject all of the West, they [the Indians] rejected only liberal .values}

- N \
‘tgeir passionate nationalism was 'as Vestern as anything could be. One could '\\\

* add that eyven_their discovery“of India's past glories and spiritual and other
greatness oved much to the research of Western scholars."? The complexity
of post-independence India, according to Morris—foqes, may be attributed to .
its conglomerate Marxism, democratic liberalism, and Gandhism,-gone of which *
-exists in isolation; and he concludes: '"For evéry 'ism' there Is a god that
" seems to haye failed .",'3 Nehru's philosophy is an example par éxcellence 6f
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India's capacity to absorb and reject, as the anzﬁor summarizes, 'He was a
marxist without .the logic of marxism, a Fabian without the faith in admin-.
1strat10n, a Gandhian without the acceptance of anarchy for morallty.s -
sake."™ The ramifications of foreign rule, however, are not conflned,to
the realm of politics and philosophy.

An Amerlcan cultural hlstorlana Beatrice Pitney Lamb, views England ]
acquisition of a. empire in India as ong of the most profoundly dlsturblng
cultural confrontations in the history of India. The conflict inherent in

British colonialism may be defined graphically:

-’

o . Q

7

An -0ld engraving now hanging in the museum of Fort

St. George in Madras depicts an early landipg there

of a group of British traders. The square riggers in’
which they have arrived are anchored far off the sandv
beach, and the passengers have been transferred to row-
boats, ’ two of which are having trouble with the surf.

An Indian woman, with a baby asttride her hip, gravely L
watches the landing. A group of Indian fishermen sit

on their own tiny boats made of hollowed logs (like the
boats that- Yadras fisherman still use skillfully-in that .
samg surf ) From one rowboat, se eral Britishers in - ) v
waistcoats, cutaway coats, and hi ﬁfélack silk hats are*

wading to shore, unhappily lift g fheir trousers 1p the @

vain hope of keeping them drv &%’ lady in a long d%pss
with ruffles, a feathered hat on her head and a parasol ;

in he d, is being carried over the waves, by ~two
coolies, naked except for their 101ncloths and the
r1ch brown of their skins. > K

According to Ms. ﬂ%mb; {'Nothimrg could more v1v1dly suggest how ali

land were the newcombers —-- two cultures meetlng in the midst o
spray!"6 What began as a tireless dedication to carrying the
burden gradually transformed to disapproval of "all things

In his book entitled Discovery of India, written
the geperal humiliation evoked if railway carrigges,
other public places, by the 1nev1table sign of di
Only." He adds«

Jaiting rooms, -and

.

idea of a master race is inhefent in imperialism.
no subterfyge about ¥f; it was proclaimed in

unambiguous language by those in authority. More power-—

ful than words' 'was the practice that accompanied them,

.and generation after generatioh, and year after year,
.; India.as a nation and Indians as individuals were sub-
j jected to insult, Epmullatloﬁ, and contemptuous treat-
s meént, . . . The memory of it hurts, and what hurts
~MJME// still more is the fact that we submitted for so long .
" ..4 to this degradation. :

. * -

Xlthouéh today most Indians harbor little resentment against their former
» y

N ~

LI{) ) ) *

4

1943, Nehru defines

inction: ' "For Europeans °
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. rulers, emotions associgted with colonialism are compelling, '". . . the

past’ pursues us,'" writes Nehru. "It is not easy to forget repeated affronts
to the dignity %f:a*proud réte:“g ) R , . ‘Q;

From the point of view of Indo-Anglian Qritérs, British "contributions"
to Indian civilization were indeed cdstly, for the Indians suffered a great
,»loss of material and spiritual resources. For this reason, .the IﬁdOvAnglian
conflfct emerges as a predominant theme in post-independence fiction. The
British element appears in various forms: the British govermment official;
the British industrialist and his workers; ‘the British missionary; the
British doctor; the British nobility; and the British-edudcated Indian, with
his'new ideas of. nationalism, democracr, and socialism. Representative of
this vein of writing is Kamala Markandaya, an Indian writiﬁg/iﬁggnglish, L.
about Indian problems. Three.of her novels illustrate the Fast-West conflict
on three distinct social and economic levelg of Indian Mfe:*" Nedtar in a
Sieye (1954), the peasant class; Some Imner Fury (1956), the middle class;
and Possession (1963), the upper .class.l® With the progression of class
distinctiorr in the three novels, the author's attitude varies accordingly.

@ .

In edch of the nbvéls: the narrator is an Indiah woman. Rukmani,' the
wife-and mother figure of Neetar in g Sieve, narrafes in retrospect; however,
her point‘of view is ultimately that of & compassionate observer of the
external (British)' forces which profoundly affect” the lives of the villagers.
She is acutély aware‘of‘g - impending disintegration of this simply structured
social system. Ms. Markéndaya reveals a great degree of sympathy and .
admiration for the we aﬁd,oppressed Indian peasants, as well as the British
physigcian who identéﬁ{es'with them. But the author strikes d at the
Britiﬁﬁ\igggstrial'éts who exploit the villagers and disrupt the traditiceal Ve
ways of lif?. . :

. . . ‘
The pergpective of the spcond novel, Some Inner Fﬂry, is that of-
i .young Hindy girl, Mira, who is directly involved in the changing cul
patterns,/ Although at the beginning of the novel Mira is only six
years oXd (hence a somewhat naive point of View), with the passi
- and ‘hér suRsequent love for a British official, her attitudes mAture. The

A vision makes this novel a carefully balanced pértrayal 0f both the’ -

itisH and the Indiafis. Spme Inmer Fury reveals Ms. Markandaya's ability .
//éo manage both the ideals and the base realities of the Indo-Angliaf U

cultural impact. The inevitable cleavagq’between°individuals who are

committed to opposing ways of life provides‘tﬁe‘majof theme. The tone is-

one of .calm understanding 'and deep regret, sincé tle Fast-Wast dppbsition.
*gseems an inselublé human predigament, . v RPN

"

« R R Lo Ne L
ot ‘-_\ 4.‘.2_",', ,.\‘.- w“;'
¢ aathor 's\Eountih), emerges
'as a oynical expression of the negative aspects Sf. By itish imﬁ’piéiism}u
FAnasuya, the ‘natrator<of this novel, ds an acquaipgand§}6§}§b¢h*the.major4/
tharacters, one British and orte’Indiam ligr! movements Er@m one scountry
to the other sedye ostqgsibiy to biﬁHY1ﬁe:aéﬁion tegethér; bug,” unlike " :
Rukmani and ‘“ira, Anasuya's role as narrator séémé,c6ﬁtrivea'§ﬁdimecha§"a1‘gae
Thus, what s. Mﬁlkathya,prebiouslﬁ-;éfapéd’gs/"feit” undapgtanding Hew ™x,
unfolds' in the o; of an inteldectualimed story? and if the story j
intendeq to;féggerfln@ian folkways.-{ at the &x e zg-thé Br{tf

. . A ot

LA

, ¥ Finally, the 1963 novel,*®ssession - s(}»(
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rother's life. Ironlcally, the child dies from starvatlon/ but Irawaddy,
«*/////;;7 / 0se name means

ERI

i
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S N wilt not be bettrer far many months: ,Mfeanwhile
I N e suffer safd die; you meek sufferina foolséy/why/go yaﬁ\\\

in their
an allegory of Brltain s
1ttered 1nterpretatlon

£- human beings
enlarges in
£ "Pndid. This e

" relations to each other ultimate
+ staunchly arrogant manipulation
itish rule falls dangerou

Mdarkandaya' s treatment of the \Indo- Angllaﬂ confllqr Whether
©of time, and a subsequent re-evaluation of the, Bri nf luence
or thé author's later residence in England 9rovoked this ¢ )
can be only’a matter of conjecture'at this fpoint, However, two controlll
factors of Ms. Markandaya and her work are’ worth emphaSIZIHg f1rst,
since the narrator in each of the nove éurveyed is an Indian woman, the
Western reader'gs obliged to view both the British and the Indians through
Indian eyes; and, secondly, the author has elsewhere made her political
position clear ating that she is admiﬁief;y "'anti-colonialist, anti--
- imperialists ~ ‘ ‘ LT
This poditior/is adequately su%pofted in Ms, Markandaya's

Necrar in'a Sievd; {ar the Indo-Anglian clash represents a fair

division ig'valfes. The story unfolds through the visi

figure Rukmani/, a s e peasant woman. : of life in a

primitive Indian village inmciud s of land,.from which she and .
" her husband/ Nathdn, mist seek their livelihgod; but, to. the perpetnal

fight agajhst hunger and poverty may be added the disasters resultlng )

from’extérnal forces. Rukmani's daughter, Irawaddy, is forced t0 return

to the ome of her parents because she is unable to bear her husband a

child/ She becomes a prostitute for the purpose of saving her young

° e

ear-cut’
the central

"River of Life,"” later gives birth to a child whose. father
is Br1t1sh Gradually, Rukmdni sadly watches her sons, leave the land for
pos1t10ns which she distrusts -- . and justifiably s

0/1 o - LY
- ~
In general the British syﬁbollze a dynamre/force. the Uestern
concept of progress, inevitable change, materidalism, and individualism.
The T 1ans, conversely, represent a coheslyé/and static soeiaI/gtructure, /
on centurlestf communal agrarian existence; hence, any deviation 2 /o
5 frém this pattern 'i& interpreted by Rukmani as a manifestatiqn of evil. .
L Clearly, the basls of this static Zn/;ety resists gny impulse toward change,'

-partlgularly in ‘the gulse of Wester progress " A contributing facton/
“.to the [East-West conflict is the gharacteristic Indian attitude bf sub-
miss®on. to the hardships of life’as opposed to the Btitish Xnstinct tgward
. rebellion. For example, after a geason of drought and subsequent loss
v 43" &ll craps; demanl resignedly comments to Kenny, the British physician -
L of the v;lnge,, "1Times will Jbe better.'" Her easy.acceptance of impend® .
LR :1ngmsﬁarvatio and v1rtually perpetual suﬁierlng elic1ts ‘severe criticism .
. :”‘frqm Kenny,-whose rebellious attitude represents an es'sentially We tern gy
L rﬁsponse' © e s : . -

R .
. PO .
. .
~
YN

e 'Times are bétte(, tlmes are. better‘ﬁ he shouts

. '3 keep~th19_ghast1v silence? Wh§\8o¢you oot demand --- ery
7 aut for heln ~--do somethdng7;theré 1s nothing in this .-

. {
o s.céunt{y; oh\hou@ ;Hére isrnothing :
» , .. L '. . (‘ ‘ ‘ ‘O . .,
S . .. . } - T
* ) > ' ’ 5 . .. ’ 4‘ : 9 ~ . '.", ’ ';i :':
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is not a manls spirit given to him to rise above *his mis- . ///
_fortunes9' As for our.wants, they are many and unfilled uﬁﬁ
; « « ,» Want is our companiod from birth to death, fam111ar s RO
e as' the seasops or the earth, varying only in degree. " What

‘project; the Muslim w

with the single exception o h- \British doctor all white men remain
aloof from the villagers, crea N g barriers of a material, spirituag Co
and emotlonal RAtUre, -
the yid .ge 1n /0 a/closed

"It is Zhroug fect of
industria zatio is mbst compélllng the land | -,

"lugh’ pumpkin /

. ) An&rtheir.gndwth»fd’me~was cqnstant wonde

-wit

ion with the villagers, hence his intense desire to help
he two sharply defined and divided world views remain a thematic
stant.:* She“i te;grets Kenny\s }eactlon to the prevalllng condltlon \
f village life as e.violent wérds of a rav1ng man, Rukmani's thoughts,

by contrast, ekemplify an\attltude of st01c acceptance: * Lo
[ .

* . . ., what if ve gave in to our troubles at every step, . e
We fiould be pltlable creatures indeed to be -so weak, for ’ Y

profit to ‘bewdil that which’ has alwvays been and cannot
change? - . . '

* . .
¢

Q

4 Vevertheless » from thé’anthor s p01nt of view, change is 1nev1table,
and the construcetivon of a tannery, under British superV151on, serves as_
the demarcation between tradition and change.  Rukmani is cognizant, of
this tangible force\of westarization which threatens to alter irretocald v
the relatively peaceful and harmonious life of the Indian villa . e fore
the impingement.of the tannery upon the vﬁqgage, the people existed”in
the jmnocence of an open»society, that is, there was,a basic ha 'onﬁ
Hin family and communitv; and, although exi tenc® was a

1deal there was”a sense of relatlve comfort -an ~happinesg. 43¥iz:er

as, Ws. Warkandaya—portrays the advent of industrializatj , th nnery
becomes a symbgl of evil -~ the evil of materialism, he self-contained
agridonomy is transformed to a competitive, monetary Culture ~- from .
tilling to bargaining -- with the concomitant«effecfs of sélfishness, )
desention, and greed Moreover, the family, tradi taonally the splrltual !
repreSegtation of un1tv and preservation of life, ultimately dlslntegrates,
as sons leéave the thI of the land for easy. money in the factory. Women,
too, whether See klng the/preservatlon of life or fulfilling the base / 4
‘motives of self-1hd lgeﬂce and greed/ turn to the British verseers, as

well as the ten Muslin fdmilies bro ght into the village for the tannery

Z es~are obliged to remain in Seclu51on. in effect,

- -~

urédly pot .

is transputed 1 to 3 ;mage1of strangufdtion of ‘the. 1ife YTeo
small -arden yiglds a harvest which parallehs her own ferti

T Rukmani's - /
~= her)//{//

expegfed "first jchild. Shé.repeatedly . éxamlnes the seeds gdd later Yhe .
ines, and marvels at the process of creat':n itselfr 7 4

/

Z: trom the .” * /
the seed split .and the first green ghoots broke.

. uph,- to the time when the yqnfg s éﬂﬁﬁf"4€egan

. te Semoer . . it seeﬂedkté me notys they grew as-I . -

vd;d ungdngdisdusly,; but that’ gach of the’dry, hard By
5 F ?e&d =y pald had Jithin-it the- very secre




’ o : ’ 'unfurled its small green leaf to my eager gaze, mye .
3 . excltement would rise and/mount' W1nged, wondrous. . ' .

Y . /- ‘ (4 .
, v

) . ‘Although peopleuzhdqlive;by the soil realize that the land provides rio
. certainty of frudtful product'ﬁn year by 'year, still while there ig land,

1 means- is v1rtually obliterated. For this

imagery of s rangglation is particularly forceful: clear, .

eplacéd by loads of brigks, and the cool silences

w fillded with noisy, dusty men and, the ‘clamox. of

observes that since the construction of the tannery,_
n,/. - 3

it had*spread like weeds in an untended garden,

ling whatever life grew im its way.‘ It-changed-,

. Whatever life grew in its way. - It changed the face of .

village beyond récognition and altetred bhe lives of

ts inhabitants in a myriad. ways. Some -~ a\few -- had

been raised up; many others cast down, lost in 1ts

clutches., ' . .

reason, t N
soft, gréen fields are
o - of village life ate

L their wodk: Rukma

to” 1ndustr1a ization and technology will be a pain—

| £l process, ‘the villa ately yield; there can be no turning
/‘ . ack.,  Both the loss implied in the title -(Nectar in a Sieve) and the full
quotation from which the title® ﬁas\tak n support this theme.

. \\Work w1th\ut\\o e'draws nectar in a sieve,
Al - And hope w1thout ap object ‘cannot live,
' —-Colqgidge,‘"Werk W1thouf5Hope" (1825) -

\ . -

. Ftom/this nédlr of’éxistence, however, a

. hope =~ emerges Eéintly toward the conclusion

dedicated physicr n, undertakes the leadership ‘in

hospital, a miséion which of fsets the effects of the td

: . the ideal of the future.  Just as the tannery symholizes the desgruction

N of life  impulses, so the hospital prom ses to preserVerlife. Unilike the
imposition of the tannery upon the vil age under British. supervision,
= * _ - the villagers must now becgome inVolved/in’a”creatiVe and gonstructive

: ¢
/fnner, giving of themselves/in/bofh’labor and morey « L .

. Thus, the tenable solution-to the Indb—Anglian situation necessitates
. /@ coaperative effort among the villagers _and the Britdsh, This solution

the fhovel, Kenny;.the
qonstructlo f.a

. j{ the hospital,/like the tannery, is a manifestation of British thought and
~ design. The irony inhere ¢ in this method of transition is sybtle, and
/ virtually evades the reader, overwhelmed as he is at this point'by the
/ *~tragic copsequences of “the British fahnerys That tooperation ,among the
7 * ' British and the Indians is necessarv seems an obvxous fac;or"that the
S ' 1deal’W1ll ind;ed become .a reality. femains an obScure .hope. 7In Kemy's °
a{tempts to aid Eh/'VLllagers in a vital .wayy he experiencef multifarious

frustrationS‘ thus; while the*hope—sﬁrvives for anruLtimaﬁg solution to
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ry and 85tablishes -

may seem a somewhat nafve concept on the part of Ms. Markandaya; essentially,

“




* . ‘. e
. . F
thg transitional problems, the ideal remains far from fruifion. Such is

~

v the position of Kamala Markandaya in 1954 “lectar in'a.gieve. v L. -

e mb However, the ideal is not man%festly devéloped'igﬁfhe next navél,

" Some Inner Fury (1956), Structurally, this novel presents a doubdke plot ™. .

" " *line. The first concerns the love affair of Mird, the daughter of a miiddle~ °

class Hindu family, with Ricﬁard,~a British government officiar and friend :
of*Mira's brotHers. Kit is thoroughly westernized through his British

education, which éstablishes him as a member of-th&\governihg class in hfs;

.

.country. By cdntré%t, an adopted”brother, Govind, isa violent revolu~
g tionary. Serving as a backdrqp‘for the dual confliif\ére both the turmoil
of :Eurepe and tHe impending war in India. Therefore, the action of the
1940s represented in Some Inmer Fury providas a focus on events of world .
. significance; and, in the midst-of politig¢al chaos emerges the resolutions
Govind kills his brother. 1In the ensuing: action and amid intense hatred,

. Nos . . - .
Indians come to feel, generally, that t ey are llving‘lnﬂgn enemy~occupied
country. As.a consequence; Mira must u??imately choose betieen Richard,

. e " hence Engdand, and India. " Inexorable, she fémaigs\wiph India. The rela-~
v tionship bétWeen Mira and Richard thus portrays, ip\microscépic petspective;
the racial-political disparity of the two cultures.? For. this reason,

' / Ms. Markandaya's faintly 8primistic conclusion to Néctax in g Sieve does
) Qot develop in Some -Inner Fury. - :

.

~

In her representation of the cultural conflict among ‘the middle class
.in this noGelﬁ the pervas{&e theme is alienation. Three major factors . ;
‘represent the British: Kit's British education; Kit'sBritish ffiend, )
h Richard; and-Kit's affinity with the Government douse, .As a result of
e his British education, Kit loses sight of traditional Ipdian values, .
" Ms Markdndaya's portrait .of Richard,«however, is idealized; he represents
: i ‘the best of England, or what England might have meant to the people of
India, as his identification with the Indians is mot only intellectual,
but spiritual. The Govermment House, a ¢entral symbol of the novel, is
‘a téhgible reminder'of the basic race~class distinctiog,. Contrapuntally, .
! " ~the Indjan element, represented by three major figures, is an annuncig-
tion of the changing cultural .and political mode. Kit's Indian wife,
‘Premala (reminiscent of Rukmani), symbolizes the ideal of young Tndian
wom@inhood étability,'p%rmanence, and tradition. By contrast, Kit's
bro}her, Govind, represents violence motivated solely by personal griev- .,
a ancps, primarily the jealousy of Kit Although Govind's nihilistic - A
g " impulses, are devoid of any idealistic or nationalistic orientation, he V-
¢ ¢ . . functions gnder this facade. Ironically, Govind inadvertently kills .
Premala, whom he has loved for several years! nihilism thus replaces stability.
: . Mira, both observer and participant in the cultural transition, signifies
chaﬁge»,but*chahge evolved through undérstanding Summarfly, while the °
;ﬂ%iitiqh—lndian theme is redominanY, variations on the major theme. of
alienation rare evincible amoné‘the Indians phemselves; and, while resis-
tance, rebellion, and death provide® the thematic 'structure of the novel, )
the ideal of England and the ideal’of India survive, not in spite of, .

A3

# . but because of *some inner fury" -- a wisdom gaifed through suffering R
" B B /v
‘w‘ 4 i LY . . . bl .‘ / N

Emanating from thelnovel is one of #he most pronounced effects of -

’

e &esternizat;on—on Ini}gn/li e: the breakdown of the traditionally arranged

a . ) s
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" : © been.trained to believe that Indians -filtered through an\English educat on

- with nothifg-to do 7- nothing to justify her. existence. Kit's subsequent - '

- Py ) . . ,
N marriages, wAth the concomitant disintegration of the f < Kit's '
et wopposition to, the marriage custom initiates the theme & ation in

Some Inner Fury. According to Mira, Kit "Knew ‘England, w

best thing to being.English . | .. and someth\a\he\;fnection 1th England,

however small, refletted credit on you and inclined peopk . « in your
‘ N . . 3 3 * N
- favor." Mirad's perspective, at sixteen, is somewha immature; she has .,

or association deserve admiration and esteem. . - M-
Ms. Markandaya's pgsition concerning the marriage of Kit an
which is arranged by their mothers, is decidedly pro-Western.. This agti-
tude is rebgaled not only in theggdealize&'portrait of Kit's wife, but
his estimation of her. Premala is quiet and. innocent, possessing a purit
of heart which, acgording too Mira, is the "sum of perfection.”  But Kit

-

evaluates Premala in terms of social grades -— or the lack thereof. He °
ig *intolerant of her awkward attempts to entertain_his friends: Jand in his
debonair display of hi§ British training, he fails utterly 'to understand b

the 'silent suffering of his young wffe."Furthera Kit's insistence upon
"Western decor in their home impliés a total lack of goncern for Premala's
) . singularly Indian prientationh; and his external display of a large staff
of servants reveals a basic insensitivity to Premala's —needs as_woman and ot
~ as awife. -She becomes’ an alien in her own home/and is consequently left .

involvement yith functions of government transforms their relationship into
a model of the marri ge of separate’ways. While he attends. the, British—
Indian functions alone, Premala becomes involved w'thféfﬁissionary’project
in a neighboring village. At the same time,.she develops a sp#ritual .
attachment for the, British mis sionary, a rgla;ionship:recalling\that of
" Riikmani and Kenny in ¥ g:or in a Sieve. .Although Kit opposes Premala's
,

- Preoccupation with Mr: ickgf and «the ‘mission school, Mira ﬁnderspands com-
’ ,\ " pletely: :

I .
‘o
« . B 4

. . N . -
. . To her goodnes;\zf heart wg§ almost the sum of perfection, S
N ‘" and little else >.£ copsequence: for there are many, keys . )
. *. that unleck the gates of men's liking, and each is dif- )
. lg " ferently fashioned, And so, with Kit, if you were Light "
: and bright and gay) and saw there was laughter in living,, A
o . , heB;:§ yours; and if gou said te Govind, 'I am of my ‘ .t

,

country -- it is my Father and my mother,' thencefeorth
. . he was your bond slave; and to Premala, if you were good,
: it was all in)allg and she askedsfor no more. . . > . ’
> ~ - - N . ;3 . v -
overs in Mr. Hickey 4 '"gpodness of .héart" which identifies with
"sgm of perfection." TIn.this work, too, Premala Preserves a,a

s an orphaned child.-, -~

.

. From the author's point of view, marriage cannot he built upon the 7
.inflexibility of partners, o e, representing British”rationalism and, /the

other Indian.religious faith.\yKit, to be sure, would rise to the defense — e
# » of his Hindu tradition, if.ghé occasion sq deﬁandqd; but, as Mira/observes,: .
"Premala's faith was too de®p-footed to fear such pale winds as fight pl
. . * (] A

,

Aruitoxt provided by Eic:



ud Premala represent extreme forms of change-and
Jds. Markandaya suggests the necessity of a basic chgnge in
%' marrtagé custéms. Apart from tr%ditfon‘lies the real issue of compati~ *
bility, *F(ém Kit' :péint of view, his wife is a failure, for she is

unable to adjust gf\his life style. From Mira's point of view, Premala
is supremely good, supremely ‘Indian. In the fidal analysis, two’basically
B¢ Tramap,-beings are doomed to suffer, Kit's love for an English girl,
knowa_only tg Mirpa, remains a vital part of his inner life and serves “to
foreshadpw the developing love between Mira and Richard,

The themgtoi alienation develops further in the Government ‘House, a
basic symbol oY .Some Inngr Fury. It serves to separate the elite from
the commoners, and-brother from bPother. To be omitted from the invita-

 tion list from any of _the special functions ~- the h{fe gnnual Government
. House balls and“the Birthday Honors Lists -- is to b

e consigned to social
limbo,’ Although these functions form the nucleus of Kit's life, Govind

~ shares ng part of its codes and customs. As Mira, the maturing narrator, - o
.- defines the distinction: h - . ~ R
: Govind was not and had nevex been a part of it. To him™ /

M o \\‘ it was the product of a culture which was not his )

the.cultufe of an aloof.and alidn race twisted in the process

»f transplantaticn from dits _hom land; and so divorced from the AN
people of the country as %o be ho longér real, For those
- who participated i it he had af savage, harsh contempt,

- . But Kit did not merely patrtdcipfate in it: .vhe was'a part of
it; his feelings foipphe Yest wlas no theap flirtatign, to
) be enjoyed so long; no longer,

) N and forgottén, or at best rememb ed with;glisint nos
T - e . d .

P _

own -~

'o ° - "L . M (’\‘
. The role of'duyal citizenship, as portrayed thraugh Kit's life,
envied by many- dians, butlthe.autﬁgr‘depicts the end tesult as alien -
tion ~~ alienation from home, from family,-frop oneself. ) K
I
. /. :

Ny kY
e But for-different reasons, Govind is an alienated human beéing, and
’ he would be, with or without. the Government House, Orphaged, silent, and
. sullen 25 a child, he appears on the adult™scené in 2 'violent tanner, and
. he later hecomes his own - worst ‘betrayer. ;As a ber of the Independent

?\\\ ‘ Party~of India,  Govind becomes estranged from his ily; .he is'later
\\\\;::1\\ :

4

[

involved with ‘seweral acts of violence, includifg the urning of the
. village missionary 'school which causes, a

t the same time,
" Premala; and minutes later, he kills Kit——6ovindls subseque arrest
j‘ inevifably pits Indians agéinst'BratiSh; the eye-witness testimeny of
$§>\\- the‘Bpitish‘missidhérz, Mr. Hickey, means for Govin ’cer;ain\gdnv‘
, “~-However, in-order to avert this possibilify, +a mob/of Indiahs wiole

f\Q\ .disrupts the proceedings of court and ‘mandges to rescue Govind, Irte
L tive of™guilt and trial by law, the mob justifies its action as the

escie of an-Indian from the throes’of British forces. Thus, while the

ions of Govind_ and thé-mob may be'intgxpreted as incipient'nationalism,

'+ the pxofessed fight.for independence is transmuted, into-a travestv of
«.” freedomy Mirafcompas,ibnately and,appropriately summarizes‘her\grother's ’
"« destiny: : ' . .7 .

.
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Life had orphaned-him not once but,twiée. . Link by link,
he had forged his own ché;ns, Whatever the crowd might
ing, he would never be free. He knew it, and I knew .

SO . - T, - S
L 4 t ‘ -

L: Completing the therie of aliehatidn Is Mira herself, whose, ‘defiance
of the traditional mode of Hindu family. 1ife draws her toward the new
"freedoms™ of &-culture eiﬁ.tr.ansit_q'.ori.1 Initially, aBainst the wishes of
her family, she leaves. her homle unchaperoned; she obtains a position as

. jourmalist in the city; she loses all form of communication.with’her
gether and, in time, falls in love with the Englishman, Richard., Although
the love relationship betw&éfi Mira and Richa%d progresses. almost to the

* point_of perfection,'thé fact of racial inhéritance amid thg current .

. ~distﬁ§hances'%anQ§t_bé ignozed. Op a brief holiday in the hills of South

' Indi%, Mira expresses her desire to suspend the moment, "'I could live

- " like this forever!' , ., , I know I'd be pexfectly happy.'" Countering .

-~ .. Mira's romanticism, however, ig Rigﬁird's realism., .. ' (/N"

M e P
\{‘s; . . =

, ) St 7' SRS
Richard 4aid, 'I~feel I-céuld too; at this moment I'm RS
.. ©+ .certain LXould. 3Bat you know,.I don't. think one can . -

N ~ ’

keep the woXld at bay foffa_lifetime!'

-
. * PRS-
- ﬂ\ .—/. ,‘:“":f:’
. - . : "4gﬁr
° BB
Sad o

' . . ¢ . 25 /%;f .
. Not people like us,' he said, 'and not In time G;ike e

. . - © 'People do,’ I\said. R

] . 2 s
: these. - . A 7

~n e
.

73 N ~

L A{though this \British official is kind, gracious,;;?}érous; and;under—
, standing, he remains fo#” the \Indians a symbol qﬁ/§i5land. In time, ’
.Mira assumes the stereotyped aﬁgitude of her cgnil

.o Anid the mob violence of the ‘couhf scene, Mixg

action; but, \she questidns:

ust chopse a coutse of ° /.
¢ i
. Did it\mgan something then - giifthis "your/people’ and ’
\ ‘ . 'my peodple'? Or did it have}éﬁé being and\ gain its 'strength /
K - from ceaseless repetition? wp', W I knew I would follow
. - these people even as I knew Richard must stay, For us
- ' . . . \ -
there was:no other wayy the forces\that pulled us apart
. . were tod strgng, ' A Qi\\ \
: g
L ' i c e e N '\\\\
- .. dn-this hovél, Ms, Markandaya's point of view is controlled by
L " realistic and detached evaluation of both the British and the Indians; ’

N

. .
.

.

. The complexity of attitudes accoung§ﬂ;argely for the power .of Some Imner

. Fury:- However, if-a single point needs .to be reinforced, it is Ms .
. " Markandaya's adamant opposition to stereotyped attitudes: the time has

e

passed for,old antagonisms; re-evaluatiop is the order of the day, The \\\\\
' ideal ofi the future points toward some assimilation of the old with the --
. new. The author states this ideal in. a passage which is lyrica

. - tive, and elemental: .

In front.of us the land étreﬂchﬁd away»éndlessiy
hot colors.of suymmér. Bleached Yellow of maize an
7 . ,

\ N
‘ . . Ry M
. . B S
. o " )
. ]
> * Y



. \ stubble; the brownish-red turned earth; the scrub,
~ withered and whitened; . t ¢ fields of golden sugar cane, thriv-
ing in the heat, stiff and bristling like sabers, the liquid

S sugar rising in theni like sap. Soon the colors would ¢ﬂange:
the stubblejwould be lifted, the cane out, .the earth sown,
the fields would be’green once more, the gold mohur shed .

its f}aming petals, $hisy&as the permanent pattern, chang--
“ing jonly within itd set frame; this was the world, this was

, . living, not the other of parties and'factions_and prison
and rioting. . . . !

% . . .
‘ RPN S J R or SN .
Ms.Markandaya's depicdtion of the pace -of change in Indian life reveals
_the complexities of a dual exisitence; and as faany Indians straddle. two

‘worlds -- individualism and the antique estahlished order -- underneath
-.\\ ., the surfacg; theére. must surely ‘be trou led, tortuged,‘and profound contra-~
- dictions, 4 ' : i

' Y SN P
P ‘

1956 and 1963, Ms.Markandaya'evinces\a drastic change in

The idealism of synthesis has ﬁanfshed; the old antagonisms

. are ren Although the motiva ions remain mystifying, the 1963 movel,

) - Posseg€ion, is negative, bistter, ind cynical. ' The natrative structure is
. qui siﬁble. Valmiki, a fourteen—year-old goatherd, lives in the hills

India, removed from hiis lar e impoverished fémily,'particularly removed

but artistically gifted Valmiki padints.Indian gods and goddesses in the

| cave:dwgliiﬁgoféswami, who nurtures not only}fﬁ§5b0§ys talent, but )

""" cares as well for his body~and-s3wl. Quite by\accident, Val's talent is
discovered by Ca;olihe'Bgll, @Egvpékes him .to Eﬁgiaﬁd as her protege.
Carolipe's credentials are worth noting: she is a member of .the British
,nobility, immeénsely wealthy, divot&ed, and in.her mid—thirties —— in that
orgér, according to the descriptions of her provided by Indians.. In

ondon, the setting for the greater part of the ﬁove;, the ensuing years ’
bring to Val, by means:of his art exhibitions, fame, fortune, and a. series
of love affairs. Ms., Markandaya's treatment of Val's rise’in the 'material-
istic Western world reveals .a éoncom"EH?Vspiritual’decline; and, through
 a series of betrayals of his Eastern eriéage, Val leaves the Western

“"world, returns to India and fo the cave paintings inspired initially by |,

. the swami. £ , : * .

\ '« <. ) -.9 e . I. ' : ‘ -
Lot T The theme of the novel, as provided by the titbe, Pbsseséion,_is .
\_{kj ! developed through the interplazjqf these two characters: explicitly,

\ . ' €aroline's.domination and possession of Val, However, since .this novel
&W f: states and implies mor “bagbernin ’Ehé\East—Weét"COﬁflict than it does wjith

Cot individuals pagpicipating«iﬁ reali ticlsituations,'Fbssession, in the final
- ”{ ,analysis, is (but thinly-disguised propaganda. Whether she is on Indian
& Ts0il or English ’soil, Caroline exemplifiies the British Empire as revealed
’ . " through Indian™éyes. ' Although she is unpredictable at times, she is '
“ . indifferent to what other people say; she is pnoud, powerful, confident,
ot i and decisive. .In the handling of money, she is\shrewd-and knowyledgesable.

li-_LikQ the British, she épitomizes great patienqe'-skil“é ang)fiﬁésse in

‘ ~achi§¥ing her own purposés, In due time, Val acquires sbiie of Carqline's

>

. © -gocdidl, ehmotional, and materialistic traits., ‘Thps, the characters serve
% . ' . \\'\. H - . A e

e
LY. \ . » -
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from his father who believes this son is'utterly worthless, The,ill@téfate'
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as ‘a convenient peg on, which to hang an allegory —- and not a very con-

vincing allegory, at that.

The narrator, -Anasuya, an acquaintance of bosh Caroline's and Val's,
serves as a link between India and England; since she is a script writer

. for motion pictures, Anasuya moves easily from one country to-the other,

as her’ career dictates. However, Anasuya is an-Indian, and her remarks
thus betray her genuine feelings toward\Caroline, hence England. Repeat-

edlv, and in deprecating tones, Anasuya

Empire.

for granted, for "wherever the British gp

equates,Carpoline with the British
Caroline receives royal rreatment in Indiay which she takes
s @s the whole East knows, they

' live on the fat of.the land." TFirther, taroline's attitude, like that of

-

her servan;Q”%ES. Peabodv's, is "the kpowWledge that she was British,_and

that being Bri

illag
he pé%

v

t
(o]

ing, as she allows him no formal education,
ness and some of his honesty." As he becomes

ne_“

, the-headman is responsible ¥o
e of exchange ratifie
The classic ailment %
Setiween England and India.,"

ish is best.'" Again, the

arrator notes that, in an Indian
oline's safety, "at a time when

For these'reasons, the narrator attribites the gradual and inevitable
.decadence of Val to Caroline's tutelage. Undex .Caroline's intense train-

tvay

he' then becomes more acceptable to the "Polis ed Western World.'" Anasuva
C p 1 y

continues to philosophize the basic situatiod:

*

E

aterialistically successful,

Undilute East had always been too huch-fo; the West: . ‘1.

and soulful East always caméklapdpg fashiofh to the
West, mutely asking tot be not too little and not too
much, but just right, -

" Although Carolinenever comes to understand Val, she newertheless wants

J#o possess him, "Caroline thinks Valmiki belongs to her., . . . She won't
~- let go.
English never have.'™ Thus, Caroline's attempt to possess a human being
expands, allegorically, to embrace societies and_empires:"’

-
-~

‘

. r . .
major virtures of '‘Possession.

¢

]

People don't give up what they think are their possessions, The

Possession, I thought appélled: attenuated form of .
powerful craving and.menacing a part of Garoline?’which ‘
such'as, horribly swollen but not unrecognizable, one saw
stumbliﬁg in the wake 'of power societies and empires

% ’

Caroline refers to the British-Indian syndrome asla "love-hate relaticn-

S

hip,"

The narrator, hovever, gsserts-her beiief that there can be no

reasonable relations®ip through “a forcible {possess ng . - . merely a
straddling of ‘one stranger by another with little out of it for either."

a

g
d

\ . : . t. . . .
Impa tiality-w= to understate the obvious -+ is not one of the
. Through the exigencies of plot, Val betrays

v
B

41 -

Eyoung girl ‘and also his mother, with "brutal realism,) bereft of the

ntler-obliquities of his race He causés, to be.sure, the ultimate
. .
‘struction‘of a girl who loved hims andq;he refuses to teturq-;o India

1

. "
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‘ %

o
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. N o
' . -’ 4 a
" ) to see his‘dying mother Howeyer, his return to India; hence to the s&%mil;\
. cave, is a rasult of Caroline's ttempt to possess him. He observes,
" . it s not an uncommon 1n£§b§5y " But Carcline's attempt to bring

4 - "+ him Back to England evokes chls‘commgggéfrcm the narrator, "Caroline’
th

came of a breed'that never admitted dafeatr " The theme of possession,
nevertheless, requires a dual role; possessor and the possessed, 1In .
.. one of the few ipstances wherein Val artadylates an ‘insight truly hi -¢
, . own, rather than the result of Caroline's t ining, he notes the necgssity
'of compliance in domination; "'People do not ve power unless you a low
them to have.ir '"

. In conclusion. Kamaly Markandaya's unifying themesis fﬁét of the‘Indga-
\ Anglian conflict as 1t appears cn different class levels™In Nectarsén a
Sieve, her treatment of the peasant class is sympathetic an
although the author is often lyrical an her portrayal of the suffering .
and privation of the villagers; she 1s nbver sentimental. - The poetry is .
not transmuted into pity, but Jntg. nobility and dignity. Some Inner Fury - "
ﬁevééis the complexities of ) obléﬁs which are timeless in nature, The -
— : _erspeékive of the middle cla&i,wgéoted in a traditional way of life,™ R
) transcends the racial-politice “iSsue 1in India  The questions posed in -
oo this novel preclude any easy answers;-1f indeed there are answersg at all.
Fipally, the representarion of the upper class; firsc tH}ough Caroline,
then Val, pnvéils the evil inherent i1m power and possession; although the .
author sets the stage for human actions. Possession is ultimately an
embittered interpretation of_BfiLish imperialism. In viewing the total-
P ity gf her country; the author implies that India must change, but at
its é&n pace gnd through its own initiative . Perhaps an effective summary
of Kamala \larkgndaya’s vision 1s best voi ed-by E

r"wmamﬁemarked to an Indian friead, "'Stxan e that th
Qﬁ, neglect and perish under att tionXK" 3 :

. \ e
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- |/ J'. N
. . You aren/t . this song )
" yet it is yours. _
Was mine, too, once. -

Their song is sonmg.

1.

D ) Shahnaz, o
d o/ First glimpsed in the afternoon
. yesterday ’ .

7 J(am i e she fanc1ed) ' Jj
-— a ilt le turned away
the gossamer allowed to slip .
at her hip, ‘

a. raffish pierglass by her fjj;ﬂ

nd when again at_dawn
came ‘and said:
+ I Am the same, archajc, noble,
N ) - eée -- for you I am
: ‘ ’ /Daksha s proud daughter
o ' ascetic Uma'" . , y
tune-tossed Radha |
* Panchali- of the opulent flesh®

That.noment was I ma

not mine. . .

Where now’ Who knows

what will’ have to. be squandered

again, and enclose. ) .
" ~ -"“w‘\

- Far thlS I was, am, and you are,

e - e

For she will corie again —

/
S T
2
. LN
CALY
. RSN




o)

a footpath al, the spine

the only way pg\ ’

What clogged my mind then; *I\cg?fnot tell.
Me —-- helpless T . ) .

and you -- somewhere : ’ \\\\N‘“““;~_~‘N*;

_yp, along the battlements, balconied. ’ \;:‘vé~§‘§*$

suddenly a hand pulllng & W
me up---" - . ’ it
‘the stoges softened for my feet .
into piled sugs -- to youy

. In the melee, serene
beside the parapet - -
a picture lost in herself~ . P s

* ., All this to bring me to-you? /. -~ -
. - Or don't you really care? .
\\\1 ygarned then, for whom? o

For what countgd your lashes o
‘one by one“";K"‘\ - .

rgath stopplng in my throat? .




. ) N ~ . & f -
) F) .’3._ f b N . ‘ ~ ~7 .
- Thus am I imprisoned in day '

/ . Tamd-your_captive of nights

The slanting rays from th
T ate sharpened by the moon
) .away, there

. . ~

N ’

I keep the nightwatch
<. o J crossing a heartbeat

No one has lived hére for years:

R | - ’ E is that why ,ou/bhose/;/// //A// /| )
S - AT thi‘sryf,a) - ;o
. C nient; Shahnaz, //////// ’ .

so-T codld count the days /

%/ by night's measiiii)

4. . * ‘ e

-

;=7 your eyes' sole call
enwrapped mé

> ) /,'//-’_""—_" R
——~_ Every stone iﬁ?iﬁs/gétiing more alert ' )
Not barred from light - \ ~

e @
e /gZii/ " it must be cradling the scrub ° ) - : .

R ) the sudden~twining creepers.
‘o N /L b » e

W

e v . Thus my‘day, ) o .
e p A Shahnaz, ‘
' o . in the shelter of night. . .




S
AN

~at/it, in afternoons.

5. v

There is room
for improvemgnt in ﬁhls cell,.

-The corner At .right

Sprouts a /lace of leaves

r

ell the birds, patience. s ///
The garden grows re ¢
for Shahnaz, the queen of verdure.
Pick your notes from hgrfllmbs -

carefully.

\

6. ,
Ask, you said
So I d;d/ e

sz/y6ug/6pen sw1ng1ng breasts. ;, 7t
{
, ~ 1%
w was I to“know .

they'd tire untutored hands,
give suck to unwary lips?

LDifficult to ask,
Shahnaz.

7,. . 4 /

o e ;

You bring the saffron sun
when night is hours gone.
You say nothing:

The wafting breath alone .o
tel that you are.— . (4 . e

You € have to be opeped.

. cool to the touch . i /
The pale lotus-woman Y
in the embrace of dark ’ v

And why these 1
-indivisible, tight?

»

. 10¢ ~




Aruitoxt provided by Eric:

/ . .o B
That there should be nqQ ward, i
/or that’ they cannot ;L e ~

unclose >/ . 7
{‘ " / \

‘by themselves; Shahnaz

- . } - .
Al -
. . o <.
8 ) :
. M ’
- . o) ~ b )
p

When my . lips ¢losed with a bite

on'the two-petalled taut flower L
of you, last night —

-I saw you not -~ )
Yyou, in-turned with eyes
and arms closed. ‘n

But I will tonight®
if, Shahnaz, you\will hot ".c
entirely drown my:face
and stop my breath" }
R A\
* again, in the deluge
of your odor T '
thus, there. oL

?

9 C ’
. ’.("-

o .

4"

for love is death
and death, -love. . .. {

Who can.resolve between love and death \\/) ~

The notes
cherished unknown ¢

from afar |
find their target once again.

_You-might say: . ‘ y _
the singer is prisomer
totally captured
in staunchless not
beyond all meaning

g -

But the "listener, Shdhnaz, ' . . " ,
beyond notes -- S - J ~ ; <
at the dooy, of beghevolent destiny, . R /

is beyond deat} ' Lt - // .
A}one, ttmeleds, here, Vﬁ
There . ~ ’ ro ;//

only Sh * - -

. N ' . ‘/A . - - ' k4 . N "
-, 2 . AN
/ Y o~ o

1}




. ~
- / ’ I
’ —— ’ - \(\
’ - ' ‘ a-v ‘
10. oo ‘ '
oA 4 rEvery foot 4;113 the same
o alike the phrasing of a creaking hinge.
L L Only the air of breath d&ffgrs ~—
SV And that is all | f
Y . " that makes bearable,
A ' Shahnaz, life °

in th
A

celerating beatwhorls.

-

il.

The heavy layers
of ancient-burdened walls

.k -+ suddenly take on the glory
' of a vasg, enchantlng‘plcture,
surround-splashlng
) ’ ___ in their self-made gilt fré&

- , /}/' e ' . - 2
’ N - . Next it . . .

Z my stone slab
' also, blossoms into a bed/of down.

I see myself there, drooped over your breast
like that tree entradnced -
: . in the picture.

- v

You the replete jasmine
ever in bloom, white, -
N . - ///
/, /' T
' . : and beyond al% memory " o RO
your snowy hair. : - 1

fo " And Shahnaz, when, after eons
I arise, cleansed -

= in the garden of your éyes : .
- ig/;our left side, under that same ¢
. . egtranced overhanging tree; - !
. ith your quiet hand's touch alone” Co
/and pleat and stiffen the folds
e ¢ of my mantle,
you -- still supine, aware.




. ~
, . Days pass and you don't come ‘ i "
) .« « . don't come . ‘

o and I have to ask myself if reality
' would)everkknow the truth of dreams.

It is bound by its own i 2
. haphazard bonds. ) ) :

But dream is one,
Shahnaz, . B
' continuously enllvenlng ¢ E
e awareness of limitless .
- J - possibllitles. ’ Y. ' . .0
Promises ‘thrive on indrggn breath, even,.
‘ ', and you had squandered a whole treaéurg. g

. N 5 . -7
- . . .
»

- <Then why this, Shahnaz? , T e
Or is misfortune, too, a dream
. ' - reality cannot afford? -

’ 13, - -

-
o

. R . \ , o\

- What had I wantgd, really?
Déliverance?
Its distorted stirs?
i\\ . Challenges to time anew”
. End of memory?
w0 Unbidden ble331ngs

T And above it _al11, ) ) . S
- indo;iégbléj/pure comment . - “ ‘ ~
. . - of y sculpted limbs? . ’ . - :
////} my crime is knowing ' ) /////
. you befoge I began to kndw e - '
then Shahnaz, I want - . /Af/// :
;x\the ‘irst lack - ) o
which held you certainly, but - )
'different,'yet
g thus known, \

Aruntoxt provided by Eic
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\i’t I must not thus

T — Your promise reached . .
not only the mantle but .o

the twelve~petalled lotus-, ] AN
, within the heart . e oS e
and within it the’ ; ’ h ‘s . P ¢ :
special Swan_ ' R . 1
I shall Qhave you, & companion : o wl :
ever, SHahnaz. . . 2 . ot Voo
. . O AY N « ML
ow you desire Cos - N st
LA a throbbing freedom N Moo .
i of whistling winds in the sky A " , oo
. (that Tamerlaine in Samarkand gave his daughtelx tomb')/ Sy
and want the dew-drenched days_ SN L T e
‘and moon-lapped nlghts ‘, . . /y_‘«( U
insistent flattely of the sun e, A PR SN
and clamorous, camaraderie.bf® birds. Sl
. s - .’ R 3 \"‘: ‘\‘ . '
And all th{s, T N .- '

and yes, '
and me, Shahnaz,

/ . *

b /7 Lot ’ ;’\ oL
g l&%\\w . ) ' Y
_ ] Y - N ”‘,\\' ‘\
™ You were that new sen ry v . S "~
v who knew the secret tfinnel «.‘1 e NP
in ‘the wall of my cell - */"\@ -~ \
y leading me out to the dark square. LT - .
. _ This I knew when ypur helmet sllpped _ o J/ Ce el
oo as .you pulded . . ) o o0 -
-, me behind you on the impatient mount. S e
'How easily you had taken on the wafrior‘s babit, 7 ) -
And I knew, there 'is only-one . . o -
L _path in the dark —- - S N
on the batwlefield of time. X o - .
\ This knows eve he blazing steed beneath _your thigh Lo
\ He is not recalcitradt <. - K ‘
A snortlng only in understaxding, ' o C e,
controlling totally his breMh. > . v .
I de not w1sl§\ for,.the reins ) T
. and become only body in"the whirl;fn dark g S
: carefulmerely 'to” see the gallop N ~_ R
is not stumbled by my arms | - '\\ ‘
; around you, - L & i~
~ . - Y ‘ . . , ’\
+ Careful of you, my savior. . : R - -

~~ . - . ’_\\ 110 . . ) <
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W

= This tree

) L 2N This first gift of, the light °*°
"+ this blossomlng\alr, unbidden

< " the birds' oblique call .

the squirrel loitering, hesitant

. ’ flower-stru'ck maths, grass—skimmlng
. and '1dzy brook nearby .

e ., . == I drink in-all, But\quletly .
N . \ © - SO you-'may not mlnd

Y L O ' Co.

{; o : You have left khe nﬁghé'
~eh1nd the garment-

‘¢« of “your body, as new,,

a0, . . sy Ty

. . t Shahnaz . R freasure
T .- & __that you findy_~

s * . © . only haying %0.

.

5 »
hére are” many ways
of coping with t/

b€ journey

iz the burnln t of kno le e.
/ g/Jzig Wd»g

’// Nlll youC}Ythat jourpey A I ) : - o
F be thus fear, . . - A p - o
. all-being? ‘ ) " N
: o L | N\
. . Seeing you thus - \\ e -\ - X
.. 7+ even time would miss® . o~ S . .
. - e 00 . % u - 4
e his‘'dreamless beat, forget impotenge 7
- . . - LT
o . i N v . ' N
R \ij and the tethered horse ﬁ ~ 0 > . .
-\‘\\\\\ toss his head in assent, heady - y g S\ :
I ) . with the coming gallop. : - C : .
. ¢ . N L\l " . P Y \‘ -
! ) -]
. N .
¢ I‘ i
. " 5
\\
‘ \ . \’* i '
. . . ~ P , “‘)f"'«-..-u
~\ e . - -
. T . ,




« -

P ) . From now, asylum & A\

¢ . 4 only to him who asks no\thin'g.
v - * S '“\-

7.~ To him who measures—life-in i_fg
’ . ' ‘without.: witnes?sﬁ‘ “‘“\

Lad . -

.
. K

; .t

To him who -has\borne /
. -,. the tear beyond é‘uf‘f{arin
s ‘ﬁ%ﬂ"' L. z”
f‘"\ ' *¥ To him who knows 7 \
<o S -#  the E}tert_lity of evanaseence, ' L

:tﬁiim whose heart’ ) . ' o
‘ds a cocoon of fragrance ’ ¢ N
with the gift . v

ofyour compassjon. . N ‘ ' :
t S \\\ I

A FullToxt Provided by ERIC M
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. e THE SHORT FICTION OF R: K. NARAVAN*

.‘/‘l ’ * ' . ’ .
. (.K"'?\\ e . ’ ° . T y ‘
- ! - . ‘. The content and context -
- S ) ¥ S of Narayan's short.
. R . . " stories TN

very Indo-Angliajd writer of fiction has tried-his hand at short
stories in addi ion’tohnovelé,?ana none perhaps quite so successfully as
R. K. Narayan. Mulk Raj Anand}’Raja Rao and Narayen form the "Big Three"
iging. San;ha%R@ma Rau has gone so far as to assert . -

t novelist that India has produced and-probablywémpggﬁm~

’4

<

the most entertaining an distinguished of .contemporary writers anjwherg}gi‘ .
Narayan himself records in Dateless .Diary that *in America some peaple’ ;
place him with Hemingway and Faulkner as one of the three greatest modern

wrifers of the .world.?2 d Graham Greene,‘prozablyjNarayan's most enthusiz’
gsgic champion and admij in the West, holdsﬁ im Up as a model for othe "_‘
— . &f@pe:g when he says: '"if he [an author] .alléws himself to take sides, —

moﬂ.{iﬁégﬂpro agandise, he can easily Qgieve %Qﬁextralliterary interest, but
if he follow;Eﬂ?r\Nngyan's methods, he stakes all on_his creative power."3

. Apparently, it would dppear that.the critical espima(gs.of R. K. Narayan, the
writer, are made only on the evidence of his névels. " Such, an estimate can .at
best be onersided. R. K. Narayan's shoyt stories are.arpistically as ¥ 7

B distinguished as his noveié,_and in any general estimate of his wrfting they}

- cannot bé ignored. In fact, vne might go so.far as to say that Narayan is—
B esseﬁ;}éli&_gdshort story teller and the one element {ﬁét stands ouixsven in
® . his ngvels is the story elément. o .. ¢ Lo )
. r_,”"A ‘\"Q;, had .

Narayan's'ﬁomp& te dependendce on.a‘phrelyiaftistic approach to lilérature
ets him apart from other Indian Writers in English. For iﬁstance, Mulk Raj
purpose;in his novel§™and short stories,is to teach men "to

undamenital principles-—e£ Human living and exercise, vigilance

the™redl enemies of freedom and. socialism.™ He is.ever
need "\. . . to h;;p/;aise the .untouchables, the pegsantsy-’

& the serfs, the cookies and ‘thé p;'er supressed members of sbciét&, to human

S * dignity and self-awaremess in view of the ‘abjectness, apathy and despair

: ' "in which they are sunk.™\(‘But Anand's heavy emphagi§ on the didactic quality

of art stands in the way of\uis attaifment as a noyekist; for obtrusive M e

propaganda makes his dovels sdffer from an.inability to visualize clearly

. . | -the objective situations”of his “sharacters. #ﬁand, Bhabani Bhattacharya

(j . .. and Kamala Manganda§% have dealt qixite forcibly with the theme of hunger.and

b et concomitant, theme*of human degradstion in some of their works.-
‘ S -

It

: ~ ) . ' . .

:

" %These include% 1 Days, Dodu and Other Stories, Cyclone and Opher Stories
(all Mysore, 1943); An Astrologer's Day and Other Stories (London, 1947);

.

. LawZ'gy Road (Mysore, 1956);1- ds; Demons and Others (London, 1965),; :_:}94‘121

.« Horse and Two Goats (Mysore,. 1970)-

i . ™ " ~" . * ’ e ot
- L1138, - .
. at. " \
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arayan however, pre’ents gsocial evils without any emotional involvement

d with no qvert aim to,reform or change existing conditions. Khushwant .
ﬁ Si ngh's chief| concern as a writer. is sociological. As Chlrantan Kulshrestha
\ﬂw#th pointed owt:
. His \socio-cultural preoccupations define the nature of '
his fiction: . clash'of ser€ibilities and life styles in

modeyn India, tensions in families cn acdount of the con- :
e fllct between tradltlon and modernis.,, emotional responses .

N te the\Partition by dlfférent communities -~ these are some

lements which form the matrix of his plots.6

Narayan s themés likewise are also mostly soc1olog1cal but he is a
novelist with a visjon, with equipment that enables a good artist to convey,
beyond the deterhinistic control .of his milieu, a transcendence which invests

the whole narrative with a sense, of 31gn1f1cance ~- a quality that Khushwant . °
Slngh altogether lacks. .- . . B

.
~ Y .

Varayan dlffers Jfrom another major Tndlan wrlter, RaJa Rao, 'in that he .
does‘not concern, hlmse}f unduly w1th man s relationship to God, with mysti-
cism and a philg sopha}al 1nterpretat10n of life, Narayan's attltude to the
interplay 3f goo d\gp evil cosmic forces ¥is one of wonder at the’ intellectual
level and acceptance at the physical. What darayan says of his character ,,
Srinivas in Xr. Saﬂpatﬂ 1s an apt descripfion of his oiwn mental approach :

L

. . .
Wis.mind percelved a balance of power in human relatlon—

v . \ shlps. ‘He marvelled at the invisible forces of the universe .

which maintained this subtle balance in all matters. .°. . &

For a momerit it seémed to him a futile and. presumptuous

occupatlon to analyse, criticise and attempt to set things

right .anywhere. . . . If only one would get a comprehensive
. view.of all humanity, one would get a correctsview of the .
) world: -things being ne}ther partlcularly wrong nor.right,

. s .. but Just balanc1ng thexgiselves.7

In fact, yggﬁJan percelves this ;\Ianéé in every aspect of man's life --
social, ‘political and moral and ‘the percéption leads to his own detached
obsenvatlon of the human scene. It is this quality'more. than any other that.

d1st1nguishes Narayan from the other wrlters. .
A

Among the more 1mportant figures of Ind1an Engllsh f1ct10n Narayan is.
the most prollflc, having published ten novels and'seven volumes of short
stories. His fame, however, rests almost entirely on his attainments ,as a
nOVelistJ As suggested ear11er, it is one of the ironies of literary hlstory
that io much is made of Narayan's novels, the short stories which have*
the un 1sta eable stamp‘df the artist in him should be relatively neglected. 8
Perhaps 1T is due\toyehé fact that the short story is essentially a’'modest
art and has noné of that ponderous air of significance ‘so dear to the critic .

- and the literary historian. Hevertheless, Narayan is basically (and also in .
his novels) a story-teller, one of the wery few in the context of Indian
E ish fiction. The air of apparent disengagement and delicate charm invest
his &tories with such perfect art1st1c unity'which Poe would have comtended ° .

- and which Henry James would have found specially enchanting. As P. D. West-

: , brook has noted, "Any reader of Narayan is aware that his stories are cut

A Q : N . .
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ffbm &ggg much the *same cloth, both in quality and in pattern, as his

TN - novels."™” Yet he finds that in many important cities of India Narayans's
novels are not available and his stories are only read because they had i~\\\\

e 7 - originally appeared in The indu}\one of fhe India's foremost English-

langhage newspapers. The eason, 'he thinks, lies in the "lingering cul-

tural colonialism on the s§h;con neng:,"l the refusal- of educated Indisghs

to éccepg the -possibility of “eXcellence of style in the English writing of :-

a compatriot. This is a Westerner's poin't of view and he tells us that "in -

Europe and America, of course Narayan's reputation rests upon his novels.'1l

The same is true in India if what we gather from the critical material

available isr any indication of the trend of public taste.

L]

Narayan's short stories form a considerable bulk in his writings as

compared to Raja Rao's single collection, The Cow'of the Barricades, .
Rushwant Singh's A Bride for the Sahib and Other Stories and Bhabani
Bhattacharya's Ihe Steel Hawk and Other Stories. Qnly Mulk Raj Anand
’ " has five volumes of short stories to his name, but they do not compare with

those of Narayan in variety of theme and character and beauty of presenta-

tion. Raja Rao's stories present rustic characters embodying the virtues

of faithfulness, devotion and love. His "Javni' and ''Akkayya" symbolise

the silent hervism and selfless sacrifice Bf Indidn womanhood,'12 yhile s
"Narsiga" symbolises "the beauty of an uiispoilt sliepherd-boys abiding life-
loyalties."13 Apand's stories are more in“EﬁeJﬁéture‘of character sketchés,
caricatures mostly, aiming at social satire. Some of his famous creat ions

are Chandu the barber in '"The Barber's Trade Union," Dhandu the carpentet s e
~in "A Rumour,".the Nawab of “'A Kashmir Idylk' and the criminal in "The' . :
Maharaja and the Tortoise." Khushwant Singh's stories such as "The Con- . ©
ipated Frenchman," "Rats 'and Cats in the House of Culture" or "Mr Kaajoos
and the:Great Miracle" .are,burlesques or extravaganzas and lack a serious ‘
artistic puspose., | : )

L N N

"* % Narayan's stories, 1like his. novels,. deal with themes of cog&on life
and si@ple’people@‘ They are ot of topical interest and rarely does Narayan
deal with the world-shaking events of the 1930s and 1940s or the political
and social upheavals in India during and since independence. What he excels
in doing is to select incidents and people that reveal the human comedy. In
his novels Narayan shows himself a clever manipulator of plot and character,
an artist whose main concerp lies in prejecting, through the unrippled flow

* of his narrative, an amused (through non-condescending) and amusing view. of
' >1ife. The larger canvas and a different:art form do not seem to signal in .
' Narayan the requirement of an artistic function different from the one real-
ized in the short stories. One-might even go so far as to suggest that the
short Stories and thé novels qf Narayan are made of. the same artistic. material
éxcept in so far as the former exploit plot Or character and the latter the

. interplay of the ‘two.l x

[ ]
\ In recent years, the rapidity with which Indian writing in English has

3 established itself ‘as a ‘subject of academic study has not been matched by an
equally impressive body of critical commentary. We find oturselves "in a lit-
erary climate in which good writ'ing is ‘praised for wrong reasons, mediocrity
is bloated up, and adulation subsumes all ctitical distinctions."l5 As David
McCutchion says, "From the beginning the judgement Oof Indian writing in
English has found itself beset with peculiar hazards."l® It has been treated
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as a phenomenon rath;r than a'creative contrib tion, its "Indianness' and
,not literary .merit being considered. In wh way is the treatment Indian?
“"Does the language have am Indian flavor? Afre the metaphors taken from Indian
‘\"life and nature? Such questions may be gkpected of the outside enquirer,
‘but Indianness does not lie in "exotic’ content as in th -mind behind the
organization of that content. "Whether one writes abo fg;ppies Or mangges ¢
roses or hibiscus, is not the point but Yife attitudes', 'modes of percep- )
#ion' -- which is where Dr. Mokaigi/fiﬁﬁg’thecIndian',s of Lal in his recent
«//////jppﬁQCéation,”l7 But the delibetafe pursuit of thisiznpaﬁgible Yuality may
- result in a kind of self-mystification, vagueness beiﬁgjaisguised as "Indian"
: resistance to form,{sentimentalitv as "Indian" gentleness. Raja Rao's
Tne Cat and Shakesvewre, like hi ~The-Serpent and the Rope, purports. to
depict a different kind of mind 4% outsi@e'Western categories, beyond Western
" criticism. With R. K. Narayaf or B+ CgsRajan's Too Long in the West. the
supposed. inconsequentiality or incongruous naiVete of the Indian mimd pecomes
.. - frankly a comic devige;18ﬁ~4 ) > )

~ .
'S

Lo

In Narayan's stories Fhe ew%dence of "Indianness¥ is not as obtrusijve
as in Raja Rao's fictdon,\Buf”it has its own distinetive characteg- Narayan
/izgnot writing for Westerners; that is why his Indianness is not self-conscious

a

¥ke Rao's. Because he has a native reading public in view, there is nd
/deliberate pursuit of indigenous elements which he might Fuse into his
literary style. What he authentically presents is his own expérience as a .
. man educated to think and feel in weétern categories confronting the (
radically different culturé all around him or confronting himself or -any
experience so far as he himself responds“to it. * And apart from.the. success
or otherwise of his books as art, the documéntation of his oWn attitudes 1s
e . valid to the extent that it stems from an experience he has givéd through, ¢-
honestly *faced, and expresfed in the 1 nguage which provided‘the thought -
, structure of that experience. // a\ . ’
L

*
’ . v

.
ve »

Narayan's. self-discipline is mafe than evident in his short stories,

" . which are written with extreme simplicity and purity of diction. He reduces
to the minimum the problem of conveying an Indian sensibility in a foreign
tongue by reméining faithful to the bare facts of narration and describing

N " what is essentially true to human nature. N, Mukerjee, in 'an article 1in

| ) The Banasthali Pgtrika states his opinion th#t, "R: K. Narayan\ is undoubred-

ly the most distinguished contemporary Indian nevelist wvriting in English

' " +In the course, of these thirty-tvo years of “literary career Narayan has not

v only matured in his vision, he has alsb'berfected his craft."1l9 Margaret
Parton in her reviev of Grateful to' Life and Death says, "No better way to .
. understand what Mr. Nehru means by 'the, tender humanity of India' than tc
" read one-of Mr. Narayan's novels."20 The characters of Narayan are rocted
to the soil of Malgudi, which is their creator's most outstanding contribution:
~ ¢ , ta the world of fiction. "Keep observation, sympathy, unfailing good humour |
. .and gentle satire wrapped up in leisu;ely meditativeness are some of his most

) serviceable tools in establishing the’intimate sense of reality in his sags -
of Malgudi-"21 We can go out, in Graham GYeene's words, "into those loved
and shabby streets and see with excitement and a certainty of pleasure a

. stranger who wifl greet, us we' know with some unexpected and revealing phrase -

that will open a «oor on to"yet anather human existence.’'22 " Narayan has

achieved this verisimilitude in /his works -because the situations he pGLlzays

s
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not only combine. the probable éﬁ& the possible, they also reveal habits, ’
nuances and ,modes of thought that: are of universal significance. 'It.is
because Narayan is not preoccupied with, projecting a vision of the typical
India, but rather with depicting the foibles and eccentricities, the hopes
and aspiragions, the sofrows and disappointments of the averagé man anywhere.
George Eliot oncé remarked: o i T4

Depend upon it, you would gain un'speakably if you would

leam - with me to see some o§ the poetry and.the pathos . ., .’

lying in the experiedce of the human soul that looks out

tarough dull grey eyes, and that' speaks in a voice of

4uite ordinary tone.;

It is this poetry and pathos of everyday life that Nargyan has succeeded in :

discovering in his novels and short stories.' Samuel the Pea in Narayan's

earliest novel, Swami and Friends, becomes a symbol of an outlook on life, °

"an attitude which cherishes and explores the unnoticed, subtle possibilities

of the average-and the unremarkable "2% - ////
4 . Y

Narayan's use of the English language in his shotrt..stories has answered .,
many a question thdt is raised on the adequacy.of a foreign language being
" o the medium of Indian writers The problem of adapting and suiting fhe Engl ish
language for IMterary purposes is one that-evefy writer of Indian English
finds himself faced with. Arguments for and against this ‘medimm of expres-
sion have been advanced at all stages of the history of Indo~English fiction
. and we need not go into this debate at .this point. Narayankhas mastetred the
English language sufficiently well to.be able to convey the essence of his
thought and describe-the intridate social patterns of the life he is depict< ~ . -
ing with ease and assurance ' The short stories are written in simple, djifect:
prose that reads smoothly and lucidly. Moreoéera_they appeal to a wide? and
catholic taste because the English Narayan employs’ here is.devoid offverbal
cliches, Indianisms, coinages and startling imagery of far-fetched symbols. -
* v Narayan is never strident or emphatic; he works for the most part by under-
statement or by implication. In—each story there is a measured simplicity, .
an _idiomatic naturalness that shows the perfect adapting of content with the
edium of expression. In its nice moddlation , NarE?énls\gg%ig is to be

appreciated throughout his work -- relaxed yet\always disciplined to its pur:
ithe formal word precise but

+
-

2

pose, easy but never- slack, occasionally using
not pedantic." . ‘ <

' . o. Fictiqn has always been a po&erful means of man's exploration of the
human situation. This exploration is of a special kind; it takes its origin
in the depths of the human psyche which cannot be easily reached and cannot
be easily expressed except in a special kind of language. And the language
3: can be adequate/to convey the’pergeption of an author, his vision of reality
when its tone and texture reveal how the author experiences his characters.
R. K. Narayan ig- a great writer not because he succeeds in depicting Indian .
life ap?hrately without exploiting its linguistic patterns, but because;he .
succeeds 4n impressing upon us_the fact that human .culture, huyman experience,
Y- reality itself, transcends the'bqrtiers of languagk. And nowhere' is this
) more evident than in his. delightful sShort stori ) M

[
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Alys Faiz : <
. , -
3 FAIZ AHMED FAIZ
.o / " A personality 'sketch .

of the poet by his wife

-~

' v / 3 ’ v

) I have often been asked: '"Do you understénd’&6ﬁ;/;usﬁand's poetry?"

After giving the question’a great deal of thought, T think I have come up -~ .
with an answer that is true and ‘«the final word as well. My answer: I make ~
no -claim’ to undefstandinthis'poi;:§i/bﬁf5I contend that I do understand A
the poet. It is, after all, the. tsonality—of any poet which is.the main- °
spring of his poetry -and-the dynamic force of ‘his intuition. In this arti-

cle, I will-not try to portray his pergonality, for wére I to do se, T -

would intrude upon those realms which are’outs'de~tHe'jufisdiction of a =

wife. .0n the other hand, I will present a sketch &f the poet's domestic

life, where he is among his relatives- and friends, where he divests him-

‘'self of physical and mental strains, wheré he sometimes creates his poetry,
-often consciously, often unconsciously. . s’

Péople are inJLriably'wrlling to passﬂoff anfargié;ﬂs eccefitricities
and strange habits to the fact that he is, after al®, an artist. His ec-
triciries, instability and idiosyncrasies are considered pardonable
because he is a "creative" writer. He is also allowed to be careldks about
his person, lethargic, easy-going, and unconcernéd about his day-to-day -
duties, especially if such duties require exertion on hig part. But it is.
difficult to say why an artist is more cdrelegs about himself than other :
4 people Perhaps becduse he is preoccupied, any people have expefiencag- 4
the shortcomings of a poet; it's also expected that they forgive him thegg. [
peccadilloes. He forgets appoin;m§g£§&p¥§lgs about dishevelled and ‘arriveés -«
at the station after the train has left. He forgets fiis wallet afd, think-
ing ‘it, lost, searches fﬁg it the entire day, only to find it in his pocket .
His pen always turpns up missing. Those around him must tolerate all of
this, no matter/ﬁﬁét, and if the outcbme of his whole day of worries is a
portrait, a sketch, or a masterpiece, those around him should feel con-
tented with their luck. : - ’ ’

Many years ago we went through an experience: Faiz lost hi%/jacket.
We had only recently married and our:income was quite small. eswar had
just started and prices were soaring. I was in India and my p;Zents in .
England, so we could not get any assistance ‘from them. Faiz's salary was
the same as it was before the war, so there wete no allowances for either
the marriage or for the shortcofings of an artist,ewhich he often con- .
-sidered to be his right. In spite of the lost jacket, we ordered a whole new
suit, a luxury in those days. Faiz went to Amristar to get it and returned to

¢ .

' 'Y - - ' ‘7 -}
” 14
- From Naqush (Desigﬂg,) Personalities Number; January 1956, pp. 474-479.
Translated from the Urdu by Carlo Coppola and M. A.: Beg,
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Lahore late at night. In those days, we were living far out from the city,
near-the canal; no tonga-driver was WLlling to go that far at night. With-
the greatest of misgivings did one finaily assent to do so, Wut only part
way TFaiz had to walk the final mile to our house, his precious bundle
under his arm. He awoke me when he got in;. as I took the package from him,
I noticed that it was rather light for -a wool suit. One side, of the pack-
age was opened the jacket was gone.. Faiz was sure that it had dropped out ~
somewhere between the place where he left the ¢onga and home.. He would
look for it in th& morning, for ie—wés then too late to do so, he said.
After a short,, one-sided altercation, he was made to dec1de that he would ~
takesa flashlight and go out and search for it. In spite of the midnight
searqﬁ, the jacket was not found. I kept the pants to this suit for some
year$ afterwards? - He never wore them. They did serve as_.a memory of our
first extravagance. During the 1950 flood, I gave them away to one of the
victims., A few$Ponths after this loss, he also lost a whole suitcase, but
‘\\\ I never said a word to anyone. In 1949, he did Bet  his bedding mixed up
with somgdne else's. "I did not need to call up my patient, for ,when I
\‘0pened hds bedding, I found that the one he had picked up by mistake was
much better than the one whiﬁh was his, I did feel a little worried and
embagrrassed for the othef person and what he would think when he opened
what he thought was his bedding. .
I sometimes think that Faiz's carelessness betrays his openheaf
ness, for he does not bother about the material _value of anythi
exception are his books, which he looks after with greedy eyes “and wh1ch he
keeps close to himself miser-like sitting upon his money. But when anyone
asks for a book, he cannot refuse. When I ask him why he gives his books
out so readily, particularly when he is not sure that they will eVer be re-~
turned, he answer.promptly and seriously, There>s no harm in‘:lending the
so long as ‘someone is sure to read them." ‘

. /

( ~ ' In f947, all of my jewelry was stolen. My mother-in-law had given me
some small but exquisite pieces of jewelry, and I had a few things' I had
bought mys€lf. Thieves took all of it This was the first theft 1n our
house. The police were of no help and we reconciled ourselves with the
feedinghthet what has to be,’'has to be. Faiz saw-the sense of frustration
in my Tace: He asked, "Have you ever heard the verse:- 'We pray for the
thief who relieved s of the fear of theft'?" Suddenly I Yelt that sincerity
was coupled with frustration, and my own feeling, I found, w§s not dif ferent
from that of these two poets. -

Salima, is following in her facher's footstéps. She is very mu€h like him.
I am convinced that those Who whaleheartedly give up even the nitest
things to others do not yearn for things which they losey their privations
, are a source of pleasure, in a sense; and this pleasure enhances their lives,
and their personalities become the source of pleasure for others. But to
counteract Faiz's tendency of giving things away, I have developed a pen-
schant to be monopolisté&, hence, I often take back things which I feel will
not be refurned I too must hav thlngs,'after all, what would we give to
* others? )

My suspicion is gréduelly becoming._a- iction: our eli;z/dayghter,

s
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Wunira is much more realistic than her elder sister, for she keeps a
regular account of everything., When she was vety young, she was fond of
reading prfture books. Once she asked, as she picked up her elder sister's
book, "ﬂay I «look at your book?" ¢ e

.S ima, who also loves her books, replied, "No! Why don't you look
at, your own books., " ~ -

L. uni;:\;;;IIEa, "But if I look at mine too often, they'll wear out." -

A

J
- en.Faiz heard about this exchange, he was, greatly pleased for he

said "There has to be someone like that in this house!" < L
N deiously, gengrous peopleylike gatherings and comp&ny.’ Faiz de11ghted
to see crowds of_people on’ Id, Holi, Basant”and other-holidays. .He doegs
“not observe from a distance, but joins "in the merrymaking, in spite of his™ ~
» general reserve. 1It's a fact that he cherishes peace of mind,' a quiet
doméstic life, and isolation, -

L4
. -
. .

. Our domestic rout1ne 1s, for the most part, subject to that of the

chlldren, Faiz has accepted this arrangement ungrudgingly, so_ there is

. no disturbance of any sort in the children's day-towday activities. They
are not to be inconveniénced. However, everything that mother says is law .
against wh is no appeal to higher authority., Motherls. order to go

r to bed cannot be defied, € the bedtime story promised to them turns ,
out to be a bit shqrt, or even if, atrter waiting all day,for daddy, they
have to go to eeg\Yithout Qeeing h1m. Faiz admits ‘his ignorance aboys

ra1s1ng childrem\- e\claims that it's beyond the e range of his activities.

I wrote him in let\eréwhen he was jailed in June 1953 "How difficulc
it-is for me& to be both motheér and father for the girls." He replied, "My
daughters could not haveé a bettér.mother than yourself ‘How fortunate they

rare«" Despite his indiff\rence tow their, upbringlng and education, thé

ls\are not afraid of theix father., th\\he,father and daughters_hgve

- given ea‘h\\ r very strange names. During th\\\ urse -of:our litlgation

sel,

our coun the~late _Sahabzada Newazishl Ali Kﬁan;&agked me. about ‘the_.
"pigeons" 'I mentjpned to Fa: 2>in an\Id telegram, I pointed\ta~the girlsT

) sitt1ng in front ‘of méy. "There t

When\QGnira~saweher father in jail for the firsg time in nine months,

she was ‘only four-and-a-half. “Immediately he piped up with, "Father,
you've gotten old, I thought you'd\still be young and. handsome, But’ your
hgiphnirurnbﬁ grev." ,The moment she eat in Ris lap, she changed her tone. »
e you coming home&~Rapal Mommyﬂbeats me.' was stunned, for we
I immediately ﬁ\é that er com
hat she ly wanted to say

Wuniratalways writes in every letter to him tha he should ,not~shg
to anyone, -Little does she know that every word of her
"by & censor. Last year, Mr,2Lodhi, an assistant
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‘ had a bad time with her. The poor fellow eaSually mentioped4£hat he very ~_
‘ much liked the letters she wrote to her fathQr. Munira's face turned'red ~ )
) with fury, which she then vented upon him. He™tater remarked that while she
- was very* quarrelsome, restless and Sensitive -- ev hor%wtemgered -- she .

was a little paragon of affection, While she lacked pa ce, she was jolly,

Th said. -And if*we had the courage, we would al?;}gkgito ei&u;_““p
has~qot™ inherited her father's immense patdencsd,. nor is she sober stradght—
© laced tike her elder sister. .Some of her-auntd say that she' s' l'ike her mﬁthem, ':'\

but only her maternal grandmothgg\532=confirm that. , , D
. A ' ~ - - -
- -Some pe;;1;:>5r1x e thay I speak very fine Urdu, and that this is doubt=-
less due to Faiz's§igfl§§ne;, _It's probably true, for I do Pearn languages .
. quite naturally and quickly Nor can itebe denied that the efvironment in . '
: which we live is highly conducive to learnirg both the literary and spoken
. language. So far as our daughters are conce:gned Faiz has alwa§{s tried to
make them learn Urdu, for he feels they willlearn their mother's language
as_a matter‘of course.. But the time has come for ‘them to have full command .
of their Yrdu. When all the members of the family are sitting about tgiilng, .
the sgirls will use Enﬁlish whén speaking.to me, Urdu when speaklng,;p,Falg
They- have leagped both languages with very;little‘effort. . e -
. .Some people have asked 1f I have ever seen Faiz angry. He is well .
known for his tenderness, everybody knows that he never gets angry. I ase,
sured these friends that he.hds never hurt iny delicate thing in his "do- T .
mestic life. On hearing this, a friend told pe that’TI have been deprived ' i
1easure of making up after a quarrel. 1It's true} we've been de-~
But it's also true th‘k we have been immuned from
s a result of speaking out,in fury and haste. We .
.but things do not go Beyond that. Eventually,,
Sahab once made an interesting observation N
He came to Delhi. Even though we did. v
edding, there was no chance to talk, for

ed upon to recite at the mushazrah e
quarrel?" When I answered in the

gesture of sorrow, "How sad!" { ' .
r in his eyes. 'How ‘then can .

both he and Majaz were immediately c
. In Delhi, he gskéd, ""Do you

negative, he said as he nodded
He repeated these words with a gl
you love “dnae:another?"

) clusion, bQE I dQ know that I disagree

.o, asplrations a;—EEi]TT‘He*ds—conygpced of
nobility that is defaced under cefzazﬁ\ﬁﬁfavqrahly ¢
is never entirely va quisheds According to Faiz, why

N comings when we ixe\discussingmghe whole of nature?
- good qualities? ° . T —
) .

. »
1% o -

«




' mamle over our ﬁireplace. We had to buy anot her\do
*Jbeautifui as the first ones to sit’in the cag and tq go on outlngs. y .
s i . .o

~. She said that though s

sfrien. “To~Tind—a_place~Ear I ms\in my»bagk to unpack.and
‘e Fepack se§eral times. I did wow at that time that-these thing

cqmpose regularly. People sk; me why Faiz gave up,writing poetry a

’ 1o0ked afte-r. Sorrow and pain, he clarr 3, are essential for good poetry

f . o
Tthrr

time wh

" In all of this,' Faiz has To the bright Nan
ejection, i.e., a constant effort to regad happih

po§itive,aspect o)
after sorr

On' birthdays, there's\a lot of rymaking at our home. I stj X
remember very well little Saldma's first birthday party, = Faiz dec ded to
“get her, inced that paternal love is not sufficient-
for choos1ng giffys for such a small child. We lived in Delhk in those days.
Faiz went but on ¥ buying expeditidn with Majeed Malik and returned 'from .
Connadght Place laden with bundles.4 He had bought a little car,-a picture ’
book and a tea set.i The last bundle;wag still ‘to be opened and ,everyone wase s ’
anXious to sée what was inside. Faiz an ount:ed that there was- a beautifu,l
listle doll\:,nslde which would €it into_the l:.ttle ar~and would go for
putings with Salima. Interestingly enough] heithe omlemeu had
taken ‘t\ime out .to H.qspect the doll closely befqre buying it, for it was, in
eality, a\tea cozy, whlch eventually, found its

cat ]

.certainly not as

- - -~
¢ z

In everg Engllsh family—theze is always a good.de of celebr-ation on’ e
blrthdays. ut because there is mo arrdngement here.for mak:i.ng regular

entries for births and issuing birth eertificateswthe—pro ledi of celebratlng
b1rthdays\has' never bgen solved. ~Once 1.asked my' mothexr-in™law about Faiz's
birtHday for seemed that everyone es Tead o The house would be -
‘feted onmis birthday., Her answ was quite ague, but very interesting,

-~

-did not remember the exaét date, she did remember ~ | .-

that it was r/min'g when Faiz was bohr;éﬁﬂg%h}e whether it was the - -,
__‘g’wﬁ Gons, or the €T it was a casual rain from some- \

Tation of clouds._ La er om, .Qne of Faiz's .uncles solved the————-_
mystery He knew the exact day, the one Which\, in fact had been\' corded
on Faiz s™hegh school’ certlfii:ate.

. as.preparing to come to, Tndia in 1938 whensy. 4 few days before my de-
‘P& ure, I févejved a letter in London from Mrs. [Muhammud Din Tadds he————7<___ - .

P N
few th gsmfor one: of her deare BHids ., I put aside-
el _runnping rough Oxford Street ‘buying the *
I, mttwhg imprecations against-Ms. Tasir's

would become-my-own—household- artic = [_now reglize that there was®
need to be surprised at the things which. this ve ""‘-‘u riend of “mine had \
the. foresight to ask\for at the ele\renth hour. : .

N . & . 1

‘In order for evety “poet to maintain his position a<poe s .

AN N

-7 IS
- o

—
our marriage. The ‘fact is that’ he hasn't, °'Up unt11¥1950, he has written -
peetry, regularly,. some of ‘the -ohgs written at that time have been spectar:u—‘

lar. It is, true, though, that hex%;onot written a great deal/ " Faiz s ho
answer to this is that he riow feels re at ease, for he’ is being well : '

-




LN
., The st'imulant: for Dasr,-zesaba is sbo _not a pe
' -' thing more tham that.

_ mine. 6 > . . . ) \‘ :

- ‘_'k>_ . . . . M - . - /

}‘ S .. . _ .. . When the sky is cloudy .and the w1nd blows, Faiz's feeiing& al:e Cim e s
A _vmgw_a_lgerred _His poetry wells up w1thin;' hin and he asks, "Mhy I spedd the -

1‘ © -, - 4 rest of the day in the #4rden? I nig tbe ablé to write em."‘ When.

5 . s he returns hours er, I can guess- from his footsteps whetjBr he has .
" " succeeded or Unlike Faiz, the lé,te Dr. Tasir used to/put on, his * - %7
. Kashmiri shawl, groan slowly, walk about and’ then produce apoem. .

- We, usually think that poets and art.ists are gtrange people, * They .
. T \a;: different because their preoccupatfions ate purély mentyal; the pains \;,
B y take are not.meant.for everybody, nor does everyone take pleasure-im/

these pains.” But we must remembér thdt our society is to blame for the

. into its making\cannot by. the same token, enjoy- the company of the > _poet

. or artist. Since the rrist's® preogefipations are mental he goes “beyond .
the llmits of f:his- world and is n ncerned. about ‘himself or the day~ *

He needs companions who can take tare

o*t"his worldly ‘iffairs 4 1f,~as a résult, hurdles. are easily fumped, then;.*

\ o/' . the artist or ;poet, can. get lost in his sub éet:i‘ve'world he can even be . Lo
o7 ' satisfied that hls worldly probems ‘gre over. Tﬁis is w writers dadicate - g
:/ ) o &eﬂ{ ‘books to thosé whom they Tove dearl)\%'to thosg W }_glggbu,t,sql&omiheirf — L T
F oo v < 9 wr‘it:mgs would have 'i:'emained’én lege @m “sure that' FaiZ mean R

T //’fh?;:rery ;ﬁing wherHe sent. me th mamuscript of Da\st\z-saba on ¥ q.ch Iie
. - 'It”" \)_gfours'" .
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which Faiz, together with. MaJor—General Akbar Kh

the Pakistan Army, and a numbez:,lof other military pers

The allusion here is the so-called "Rawalpindi Conspiracy Case," in
€hief~of—Staff of

ynnel and civil-

" Prime Minister Liaqeat Ali

The Muslim League/ government of

an claimed that thes&individuals were in-

ians were arrested on 9 Marl:zg(lQSl.

"’volved in a cdnspiracy to ovexthrow the exist:lng governmeént and to turn
‘the country over to "A certain Foreign power," which, though never
direct;ly named was presumably Soviet Russia. 'The courts of Paklstan

After a trial of nearly a year, whic¢h was generally acknowledged as any-
thing but "just, the defendants were. sentenced -to varying prison terms
7~ ~TPaiz was released in 1955. ~

>

2, Josh Sahab hds the gen name of poet Shabbir Hasan Khan, who was
) ‘born. in*‘!alih\ahad in the former svate ,of .A¥Mdh, in 1896. Often re-
. . © 'ferred “to as "Sh&l]’."‘i"iﬂQllab" (poet o&revolution) .he was highly in-
, fluential in the eaxrly phases of thevProgressive Mow nt, of which
Faiz was also a member, because of his highly rhetorical and empas-

- sioned. poems, offéen omny the subJ *aéf freedom for. the country. He

‘ . . presen des in Indi\af . . ;
Cae b : " et X , ( a’——-—

Awadh 11n L911. gethe); With a‘iz‘, he is a major poet of the.Pro-
v . gressive- ﬂo“vement- ‘'In ﬁhe"early f’orties ‘he’served on\je editorial

) ) . ‘board of ‘Vayct adab (New‘ Literafure) . ychié-influential literary journal
oo ‘ ofi the movement. His,go,ll»ecﬁion, A‘hang (Melody), appeared in 1938 and
, .. was reassued “with aughentat{ons ﬁnaer various titles during his life-
) , time. - He i§ considered & revolutionary romantfc and_is often compared
. ”ﬂf’td Keats, whom he admired. Majdz died in 1955+

Majaz, was born in Rudauli,

’

The mushamah refers ‘to the Urdu poetry reading at which variou‘s
.poets recite their verse.

|
The, Progressive Movement is the iconoclastic, Marxist-oriented l ¢

literary® movement which was started in the amiddle thirties in London b

jad Zaheer (1905-1973) and Mulk Raj Anand (b. 1905). The movement ﬁ; .

was > gught to India in late 1935 by Zaheer, *who then organized the

/«\ first a India meetin
JAREAN Lucknow, 9=10. April 1936,” with the distinguished Hindi-Urdu novelist /
}/ \ and shott story wtiter, Premchand,v. as president. The movement spread

‘with force ‘agd rapidity to the vartous other languages of South
" Asia, such, it beca next to Gandhi, the most powerful litéerhri
force on'the l‘ite d uth Asta during the ., first half of the

twentieth century. ~For a discussion of the early phases of the.P of-
gressive Movement, see Carlo Coppola, "The All~India Progressive [
riters’ . iation: The European Phase" in Soeialist Realism ip1 the’
Sexth Astan Coyitemts;—ed._Carlo Coppola, Occasional Papers\of the [Asfian
es Cénteyl, ‘Michiggw:.ty, which will appear short y
' nty-two other essaysin s‘vo/lume is one by Atha ,1

Murtuza itled "Art, Life and Myth': - Raetic Thdoyy,
and Practice of “Faiz Ahmed Faiz." 3 ,

¢
!
i
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were given extr,aordinary powers %o try' the fourteen defendents in camera. -

S . . .
"\Q/'ﬁ\‘\l/ . MT
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of the Progressive Writers Association in ¢
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Majeed Malik = a close friend of Faiz who was employed as a writer
for All India Radiq; he was a member of the intellectual group led
by Muhammud Din Tasir, which also included a number of other young
Utdu writers who later came to prominence; additional biograp‘hical
_details about Majeed Malik are unavailable.

Muhammud Din’ Tasir was born in 1902 in Ajnala, Punjab: He received
his Ph.'D. in English froln Cambridge undexr Sir Arthuur Quiller-Couch.
While: there, he was ,instrumental in forming the All India Progressive
Writers' Association, togethexr with Sajjad Zaheer and Mulk Raj Anand.
He was principal of Mohammedan-Anglo Oriental College, Amritsar, where
Faiz was a lecturer in Engiish. In 1948, Tasit was appointed principal ‘
of Islamic College, Lahore, a post he held until his death on 30 -
‘Novefiber 1950. Tasirls wife is the former Cristabel George, whose
sistet, Alys, visited the Tasirs in 1938, It was through the Tasirs
that Faiz and Alys George met )
. ¢ :

" Dasti-i-saba (Hand of the Wind), the second of Faiz'd four vo:lumes of
poetry, which appeared in 1953. N

—\Qz‘
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Faiz Ahﬁed Faiz

(1]

« , . FAIZ ON*FAIZ* ; ‘
- A rare occasion on which y:
. , - ' speaks about himself S

¥
’

|
|
\
|
\
o ) "Pakistan's foremost.poet
| |
I feel extremely reluctant to talk about myself because talking about
oneself is the laving occupation of all bored people. I wish to be excused
- for using this English word bored, but now its derivatives such as boriyat
~[boredom], etc., are being used in our language. Therefore, it should also -
be considered part of everyday Urdu speech. What I am saying is that I dis-
like any conversation about myse;f. In fact, even in my poems I try as much,’
‘as possible to avdid using the firsteperson singulay and have always written
" "we" instead of "I." Thus, when literary detectives ask me why I write
poetry, how and for what purpose I write, I give them whatever ‘answer, that
pops into my mind in order to evade the question.;kﬁor example, the réaqFr oo
. /,himge]l “should, ‘ffhfl.'.dut from my poems hww Fwrite ahd ¥hy # wrdte. o we
ol &y estef ¥ But importunate +kind} of people among them are not satisfied
even then! Consequéntly, the responsibility of today's conversation is
entirely on the shoulders of Fhese gentlemen and not on mine. -

I do not know any single excuse for the guilt of writing poetry. The
prevalence of poetry im 'my childhood environment, the inducement of friends ‘\\\\\\
and amusement are all included in such an excuse: This is true of the first
part of Naqsh—i—faryadZ,l which contains poems written between 1928-29" and
1934-35. These were,my student days, though all these poems are associated
with the same mental and emotional occurence (and the external agent of this .
occurence is that one event which most young hearts experienced during thd4s

. age); yet when I look back ndéw, I find that eyen this period was not ;éézzgzz\\
- * one." I had two separate paths, the integnal and external quality of which
) . were considerable difﬁe?ént, The reason for this differentiation is because
" the years from 1920 tJ° 1930 were soclally and economically a carefree period
of contentment and excitement in which, besides nationally important poli-
. tician movements, there was in’ most prose a poetry a tendency to merrymaking
rather than serious thought and observation. The field of poetry was dominated '
first by Hasrat Mohani, and after him, by Josh, Hafiz Jallandhari and Akhtar :
5; . §hirani; in the short story, Yaldaram; and in criticism, beauty for beauty's_ .
> - sake and literature for literature's sake,2 The first poems _of Nagsh-i-faryadi
=~ Xuda vah vaqt nah lae" [God, Do Not Send That Time], "Meri jan .ab bhi apna
- (ﬁusg-q—apas phair de:mujhko" [God, Do Not Send That Time], "Meri jan ab bhi
apna ‘husn-o-apas phair de mujhko" [My Love, Give Me Back Your Love],."Tah-i-
- fajum” ([Befieath the Stars], etc,,” —-- were written under the influence of this
‘ .environment; and in this same atmosphere one must include the astonishment

. .
\ ‘os
Vs L) - 14

¥,

2l

*"Faiz az faiz," Dast-i~tah-i-sang (Hand Beneath the Stone) (Delhi:
Idarah-i-Farogh-i-Adab, n. d.), pp. 13-24. This plece originally appears to
have been a radio talk. , This volume first appeared in Pakistan in 1965. _—

< Tian§lated.ffom the Urdu by Carlo Coppolafand Munibur Rahman. .
* {
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~ ) . L
- ) of first love.. But we had not been ablé to see fﬁf/y even one fleetlng
. ° vision of this period when "The company of the beloved came to an end."

Then the shadows of the world depression began to descend upon the country
and spirited daredevils of the colleges started wandering in the streets in
search of jobs. These were the days when suddenly the laughter of children
was extringuished, the ruined farmers, leaving their ,ﬁields and harvests,
started to work in the cities, and the ladies from respectable families
were for sale in the market. These were the conditipns outside the home,
and inside there 'was the tumult of the death of the fire of love. Qﬁddenly
it seemed as if all channels fo the-heart and mind had been closed off and
that no one would again enter them This mood, which is typical of the last
poems of the first part of lVaq&h- L-faryadi, culminates in the comparatively
" unknown poem which I entitled "Yas" [Despondance]; it runs thus: ’/
L The strings -on the heart's rebec have broken; ‘
’ The palaces of comfort have been razed to the’ground;

. - The stories of thought and deed are effaced; .

. The wine glasses of Life's assembly are broken;

. . The ecstasy Jf Kausar and Tagnifi has bedp smashed;” 7 *_w:i + s«
v - "’ The trouble of crying an tion is uselessy” .

: . Useless the complaint of fortume un —_ AR
hﬁn—h-_.§*\"““-;:fhe-descent of mercy has ended; ;
: . The gate of:acceptance has be€n closed for a long time;
: ' The mercifﬁI‘Lofﬁ‘is‘tnd1f£eren£—tq_grgzers, "
Only a’memory remains: .the proof of helplessness.
Let go of this useless waiting,
0 you who guard ‘the secret of lové,
Groaning under the burden of sorrow!
Leave this fruitless endeavor.

»

)

. . i
In 1934 I finished college and in 1935 took up a job at MAO [Mohammedan
Anglo-Oriental} College, Amristar. From there a hew period of mental and
emotional life began for me and’forﬁmany of my contemporary writers. During
.this period I met m§ friends, the late Sahabzada Mahmuduzzafar and his wife,
Begum Rashid Jahan ® The Progressive Writers' Movement was started; the pro-
cess of workers' “movements began and it seemed as if in the garden not one,
but several, schools opened In s school the first lessomwhich we
learned was that, in the first stance, it is not possi to think by
separating one's person.fromthe rest of the wotld, T after "all, the com-
plete experience of one's“environment is containegd”in this'world Second, :
L even if it were poss e to separate oneself from the rest” the world“\such“
action would be extremely unprofitable act, since an i idual petrson,
despite all loves and hatreds, happidess and- griefr/is @rbery small and
inferior ing. The measure of his eadth atd width aze his mentdl- and
al relations with the regt”of creation, especially those with whom
. Hence, the sorrow of love and the sorrow
ts of the same experience. This new experience has
e first poem of thé second part of Nagsh-i-faryadi.
) his”poem is "Mujh se pahli si muhabbat meri mahbub nah mang"
[Beloved Do Not Beg Me for My Former Kind of Love], or if you are a woman,
then" . . .mere mahbub nah mang'

o . ’”

A




Beloved, do not beg me' for my former kind of léve. < ‘
I thought that if you existed, life was resplendent; '
If T cared for you, then why quarrel about the sorrows
of the world; .
From your face, springs manifest. a firmness in the world;
Except for your eyes, what remaifis in the world? ’
If ‘I were to win you, then fate would be defied.
. . / ‘ S
It was no# this way; I only/ﬁoped it would be. ,
There are other sorrows éﬁ/khe world Besides love;  * o o
Other ‘comforts than the €omfort of union; ’ g
Dark, brutafﬂphantasm/gorias of countless centuries’ . .
Woven in silk, satin/and brocadg; ' .
Bodies sold in narypbw streets %gaars, , .
Spattered in mud,’Blood-smatter&dt
Bodies coming out ‘of the oven of disease, ] -2
Flowing pus from running sores,
— .My glarrce stid¥-eurns back to ‘tho¥e'sights —- what, *,
- " am I to do? )
Yet your beauty is alluring -- what am I to do?
* _ Thére are other sorrows in the world besides 1ove,//,,//'““”'
Other rests than the rest of union; ™ - e '

* My love, do not ask me for my former kind of love.9

After this, thirteen or fourteen ygér were spent-in asking '"Why should
we not accept the sorrows of the world?" 2r_serving in the army, working
as a journalist, trade-union work, etc., I went to~3jail for four years. The
two books“subsequent to Nagsh-i-faryadi -- i.e., Dast-i=sebg_[Hands of the Wind,” =*

~"1952%and Zindah namah [Prison Narrative, 1956] -- are the souvenirs of -this
ay in prison. Although basically these writings are related to the memtal
impressions and thought processes which started with "Mujh se pahli si muhabbat™’
meri mahbub nah- pang," prison itself is, nevertheless, a fundamental experience
in which a new %indpw of thought and vision opens by itself. Thus prison is
first like'another adolescence when all sensatjons again become sharp and one
experiences once again that 'same original astonishment at feeling the dawn ;
"breeze, at seeing the shadows of evening, the blue of the sky, and feeling the
passing breeze.' Second, it happens that the time and the distance of the
external world are both cancelled. Even. things which are near become very
distant, and those which are far.become near. The difference of yesterday
and tomorrow is eliminated, effaced in such a way that sometimes a moment
'seems an imméasurable span of time and sometimes a century appears to be a
thing which happened just yesterday. Third, in the tranquility of separation,
one finds greater leisure to attend to the outer adornment of the bride of
poetry, in addition to mediation and study. There were.two periods of this
prison life: one spent in Montgomery Prison, which was a timé of weariness
and disgust with experience. Representatives of these two moods are the
‘following poems: the first from Dast-i-saba, the»sqcond/grom Zindan namah:
. ) . . ‘/ B )
Prison Evening
(zindan ki ek sham)

-

“«

Nighit descends step by. step ‘
Frgm the curving staircase of evening stars; N :
Thus the breeze passes by '
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As if someone has spoken wofds of’ "love.
Homeless trees in the prison ceurtyard
Drooping, lost in making !

, Designs upon the hem of the sloy,

'Upon the shoulder of the roof glows

The graceful hand of the kind moon; ‘

The star river is dissolved into dust;

The Nile of the heavens dissolves into light' . . *

Grey shadows in green corners — . . L

Fluttering as though - YR

The wave of pain from separation from the beloved has settled .
in the hedrt. / / . i

A thought continuously moves thrgégh my heart: .

This moment makes life sweet; ; )

Those who want ‘to mingle tht\oﬁso;} oj\zragpy w11]\not )
sWcdked todaytor tomorrbw.

What 1f"f:hey also put out . h

The candle of the bridal- chamber of union! 11 ' R

Let us see if they can extinguish the moon.

.
v

: " 0 City of Lights )
‘\ . . ) ) . /,

(Ae roshniyon ke shahr)

Pale, ;nsii‘?id noon drying upon the grass, ‘
The poison of loneliness licking th® wdlls, )
,Muddied waved of dull pain, fall,

Bwell like clumsy mist uypon the far horizon. . ,
a/ ' \ |
Behind/the mist, the city of light, g )

Mity of lights. - , o /

2
€ - .
'

‘Today'1 worry,
Oicity of lights. T

The surge of desire may not retreat from the \night raid;-
Fortune be ‘riend your loved ones!

To eep the flames burning high \ .
[Lahore Jail

Mont gomery
2 March-15 Ap :Ll 1954]
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’ . The period of Zindan namah was something of a muddlé during which time
I lost my newspaper job. I went to jail again. The period of martial.law
- i came and in suth an atmosphere, mental and otherwise, there appeared again
a realization that one should close certain xﬁads and seek some new avenues.
Mirroring this §ilence and waiting are the poems "Sham' [Evening] and a few
" couplets of an unfinished ghazal, "Kab thahréga dard ae dil kab rat basar

e hogi" [0 heart, when will the spring subsidé and night end]. 13
: ) ) ) { .
.. ) / S . ! . .
- . ‘ - B -
o " - TRANSLATORS' NOTES - \ -
ﬁ . —~— . fee @~ L . - E
‘e - ) ”,, —_ -
1 This volume was published in 1943; rehe title has been variously trans-
4 . lated as "Image of Ccmplaint,” ”famgqtations," and "Remonstrances."

\

, 2 Hasrat Mohani = Syed Fazalul Ha » whose pen name was Hasrat, was.born
in, 1875 1n Mohan, 1in -Unnao Disg§?§§;\UL£3£;§radesh; not only was he one

of the major Urdu poets of the twentieth @ ry who wrote in the tra-
ditional ghazal style, .but was 3150 an active .member the Congress.
He was the first delegate to move a resolution on behalf of comptet

independéﬁce from Britain. The resolution was.defeated. For an arti-
tle dealing in part with the poetry of Hasrat Mohani by Gail Minault,
see "Urdu Political Poetry During- the Khilafat Movement," Modern A4si
Studies, which will appear in 1975. Hafiz Jallandhari = Mahmud Ha
was born in 1900 in Jullundur, Punjab. His first eollection of -
influential - poems, Naghmazar (Fields of Melody), appeared in 1925.
~ During World War II he served as assistant director general of the
Song Publicity Organization, Delhi, which used Urdu poets for writing
anti~fascist propaganda, Akhtar Shirani = Muhamud Daud Khan, whose
pen name is Akhtar Shirani, was born in 1905 in the princely state of
" Tonk, Rajputana, son of the noted’Persian1§t Mahmud Khan Shirani. He
/ edited several magazines, most notable Humayuh (Imperial), Intixab
(Selections), and Xayalistan Land of Ideas), He has published a total
of eight volumes of poetry, which have been highly influential in that
they are love poems-which depart radically in form and contént from
traditional ghazal poetry Yaldardm ='Sajjad Haidar those—pen—ma
+ was Yaldaram, was born in 18Sg,and/died’iﬁﬂT§Z§?4E;Ez;ied in Turkey for
a number of years whi;e/sﬁ?VEng in-the diplomatic corps; after his re~
_tirement; he served as registrar fof “Aligarh Muslim University; he.is
“considered a romantic and scmething of an esthete; he adapted many
Turkish steries‘and plays into Urdu, as well as wrote novels and

stories . . . v .

ghly

A}

3. "Xyda vah vaqt nah lae" appears in translatiohzby Victor Kiernan--in A
o+ Pgems by Faiz Ahmad Farz (Delhi: People's Publishing House, 1958), p. _
18, and in a slightly emended version dn Peems by Fai (f;;%zﬁ; George .
Allen & Unwin, 1972), pp- 51-53. .The remdining two Faiz tions do o
ot, to our knowledge, exist in translation; thefefore, we offer_theﬁr’//y '
here: ’

S

~
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My Love, Give Me Back Yogr Love

s My love, give me back your love. C o, .
The torch of your love still burns in my heart; <. T
The assembly of Life is a paradise from your presence, )
My soul in its loneliness still remembers you,
’ Longiné is awake in every stirring of breath;
Every colorless moment awaits your coming.
Glances spread forth; the road is ‘still embroidered with gold L\
But how long will sad Ljfe bear these blows? 5
How long will it sacrifice itself on your emnity?
The sweetness sleeping in your voice will eventually
Find a place int;he despondent solitude-of my heart; ) . a
. These eyes, “misty with an excess of tearg, . A .
A S eha1l" ‘forget. tHe' grandeur of"” your beauty, v «~£§ . _/ﬁ£z§{<:
- . These lipé//ill call you, but will find no pleasure; ’ o >
Songs about love of you will dry wp in my throat; v
Lest/past memories by forgotten,
These old stories be lost in the waves of sorrow,
Your appearance be washed away from the’ folds of my heart,
. © Lest the bright candle of the love chamber suddenly be put out,
And the darkness of a strange world surround you,
My love, give me back your love.

‘ . .
(Naqsh-i- faryadi. [Amritsar: Azad Book Depot, (1959)1, pp. .35-37.) ////////////

‘4

¥
- .

e *\\\,
Beneath the Stars

. Somewhere beneath the stars in the moonlight spread about i
_ A heart is still restless with swarming desire; : :
Red eyes overflow with the drunkeness of sleep; - / ,//
Ambergris eyes.are dispersed on white countenance;
Youth flows from the root of every hair f! ///
"Like the scent~flood (fl oating ‘from fresh flower petals;-® {
“ The color of the dresé™shines brightly in ‘the moonlight i ///
The breeze humbly makes the scatf flutter; ]
Tenderness exudes from the supple tall stature, ° :
'~ °  The coldr of ‘supplication appears from the coquettish manner;
Silent entreaties in sorrowful eyes,
Several dying prayers in the grief—stricken heaXt;
« Somewhere beneath the moonlight spread aboyt -
) Someone's beauty still waits;
Somewhere’/ in the garden populated by thought - '
There is a flower which is still unacquainted with spring.
kS ’ S

(Naqsh - fbryadz, pp. 36-37.) - .

4. Persian proverb: "Muhabbat-i~axin akhir shud," which suggests that an’
. enjoyable period had come to an end.

5. Kausar and Tasnim: the rivers of Paradise.alluded to in the Koran.
6. Mahmuduzzafar (1908-1955), member of the royal family of Rampur; educated

-. 13« ‘
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in British public schools, he to'ok a.B. A, from‘Oxford and he re-
turned to India where he met Rashid Jahap (1905-1952), daughter of’ ,
Shaikh Abdullah, champion of educatibn ‘fo¥ Musltm women and ‘follower -
of Sir\Syed Ahmed Khan. Togethgi‘ vip Sajjad Zaheer and Ahmed -Ali,
the¥ published a number of highly controversial short stories in the |
collection called Angare (Empers) in late 1931 oxr early 1932. This s :
~group is looked upon as the”forerunner to the PngrgssiGe Movement in'-./’
Urdu literature. Mahmuduz zaf ar was primarily & Communist Party-or- |
ganizers his major piecé of writing is the travelogue, Quest for Life .
(1954, in which it tells of his trip ta Russia where he took his wife
in order to seek a cure for her cancer. Rashid Jahan published_’her col—
lection of short:stories and radi6 plays in’ Aurat qur digar afsane |
(Women and -Other Stories),’ in 1937. A gynecologist by&?o%i&n;;} b
Rashigd Jahan.is. considered any, as "the £Yrst MyglIn woman to exr
" press the sersibilities of thd moderh woman in Ufdu—fiction. She"died
in Moscgw.and is buried theré. A collection of ‘her heretofore unpub— -
lished works and other stories is being prepared by her sister-in-law,
Dr, Hamida Saiduzzafar (sister of Mahmuduzzafg_r) of Aligarh, and is
expected to appear in early.1975. An article’ by Steven M. Poulos and
Carlo Coppola entitled "Feminin Sensibility and Marxist Ideolégy: The
Case of Rashid Jahan'" will appeai in a forthcoming JSAL edited by Fritz
Blackwell dealing with feminine sensibility and characterization ‘in
South Asian literature. - e .

— ’

* e T T s )
7. Here Faiz is paraphrasing a.couplet from Ghalib: -

Main caman men kya gayé, goya dabistp:il Khul ggya

bulbulen sunkar mere nalah, ghazal xwah ho gain L
(Mirzd Asadullah Kian "Ghalib," Divan-i-ghalib [Collected Poems of Ghalib],
ed. Ali Sardar Jafri [Bombay: Hindustan Book: Trust, 1958]," p. 231) -

P

N .

The moment I went into the garden, it seemed as if a

school had opened; — -+ - —-
The nightingales, he}u'.né my plaint, started singing ghazals.-
Here Faiz is makm gender distinction: méri mahbz_tbﬁbeing feminine,
thus the speaker being a man; and mere mahbib being masculine, , thus the-
Speaker being a woman.

This poem appears in a translation by Vidtor Kiernarn in Poems by Faiz,

.

Ahmad Faiz, p. 22 and in a sl ghtly emghded versfon in Poems by Fasz,
pp- 65-67.”

— CL e -
Faiz' is here quoting from one of bds poems entitled "Soc" (Thought)
from Naqs%{'-far’yadz\ Singe it does not seem to appear in the various
Sources 1in tranSIation,Kﬁ?;r ent it here: .
Why am I not happy? °

Why do, I remajn silent?
- ﬁ’ e’ Never mind-fmy,_ story;




-

°
o RN, ,‘ . o £ .

v Why shouldn' g we make the world's sorrow our own 4

. - 138 - ‘ : *
o, . . ‘N

. ¢
What does it matter if.my heart is sad? . N
'The whole warld is sad; . .
This pain is neither yours nor mine; e -
0 beloyed, it belongs to all of us. ~ '
Even if you Became mine, .
The sorrows of the world would remain the same; ‘. e

The nooses of sirf and the bonds of tyranny .
Will not be cut' just by saying so. . ‘ ‘.

orrow in ever ape is fatal, . . .
I y p * C ! . ,.:.:'"u.i:.\» ,“:af»%-%.
,.wsomnexelse‘ L R LTI LR Tt s ~
e, N . ~ ~
Weeplng and anger '
/Are~ 1n any case, ours --— ours. : . /

And think of all the plans afterwards,

?' And see'.the dreams of comfort later oo e ‘
- ‘ And ponder. their interretation? ,
T & Carefree, wealthy people -- — .
How do they stay happy? .
Let distribute their comfort among rselves!
; ‘ After all, they are also like we. - \
’d
/s
Agreed that the struggle is hard; . «
Heads will be broken, bloo shed;
P Sorrows too will be swept”away in blood; .
We may not live, but sorrow too will not survive. ’
‘ . - (Vagsh-i-faryadi, ,pp. 71-72) ~
11. This poem appears in a translation by Victor Kiernan under the title
- "A Prison Nightfall", in Poems by Faiz Ahmad Faiz,/p. 64 and in a -
slightly emended version in Poemg by Faiz, pp. ¥89-91. v
‘/ A ' , " v
12. This poem appears in a translation by Victor-Ki#rnan under the title w
( ""Oh City of Many nght‘" in Poems by Fais Ahma Faiz, . 69 and in a
. slightly emended version in Poems by Fazz, P 1- 203 The places ‘ ‘
- P dates of composition were. npt given in the origlnal essay, but -
o are printed at the end of the foem in Zindan namah. .

_ 13. The Poem ' Sham appears i
£ by Faiz, pp. 227-28 . Anothér translation of this poem appearsain

-e—translation by Victor Kiernan in Poems

"Eleven Poems and An Introduction by Faiz Ahmad Faiz, trans. C. M. !
Naim and Carlo Coppola, _DﬂaloguegCaZcutta, No. 19 (1971), ed. Pritish
, - Nandy, [p. 12]. The unfinished al Faiz dlludes to here is dot,
S to our knowledge, translated, so we present it here: . A
- , ~—n >
0 ‘hgart, when will the spring subside and night end? i .

I had heard that she would come and that there. should be dawn.

- ) ‘ ) ) ' e
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ot

When wili the soul turn.to blood? When will 4t betome the
tear of a pearl? - '
‘When, O tearful eyey; will’ you be heaxd?"

~

-

-

When wil)—the flquer season be fragrant,’ the, taverns s%agger?
Whén will there be the dawn of poetry, the night of glances?

» .
- G- . N
There is neither preacher nor ascetic, neither Eounsgllor <
) NST executioner;- L - .
Now how will the friends spend thejr g}mq in the city?

-

0 stature of the beloved, how long shall we wait?
When is Doomsday fixed? You must know when!

\
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i L., . I lamabad, Pakistan v %g‘
. o September 1972 ° .
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JSAL: Please say something about your family background and early life. .
How was it that yol came to be“a-writer? Tell'-y's-about’ your earliebt~

. litetary works? ’ ¢ ot

R ’ . a
- . . - D -
) o e - ; > \l‘ .
-, . e T T ‘: - N - -
Faiz: My fatheg was an adventurer from Sialkot. He was a_ self-educate . .

- man and he went to Afghanistan when Abdur .Rahman was~king.l Later,he - " -
-left thg King's service and went to' England to.study law and join the - .
bar. He then returned to India. I was educated at Scotch Mission School

)Jig/Siélkqt and later at -Government-College, Lahore. There I had the ‘same, . ..
teacher as IqbaI}Kgizd Mir Hussain. My family was originally from ' .
Afghanistan, but mdwved tQ Sialkot, which had become ‘a center of leagning
at that time.’ There wag a literary atmosphere inside and outside the
house. I was brought up\Q;\;he»q}assics. I studied European literature

[

in Lahore for which I recelved th.M:A.~ I also received an M.4L in
Arabic literature. I starte writing just as’an incdination} there is' no
,, .reason why one should become a writer especially.

2% .

R ] 7 2 R . . . . ‘ ' s .' . é : . v g <<2§
JS%AL: What sorts of influence, both Pakistani and Western, have. you o \
}gbibed as a writer? Are there any particular writers whose works have L '
affected you and your individual artistic outlook? .= N S W Y

. ; . T 2 ¢ - i P N s
- ' ~ ~- \
3 . . - . ¢ . -

’ 4 e, .

. L ' . . “w L
Faiz: One began with the classics,.Persian contemporaries,* and, of course
Igbal, whom'one read-all the time.- In the early days romantic ﬁhemes
were_dominant in poetry and then. a breakthrough eame. New forms, patterns, ’

themes ,~- mainly political -- began to appear., Akhtar Shigani was,; |, MRS
responsible for libexrating poetry’from its classical norms.2 He was more
" influential in the Punjab. Later-on when I studied European® literature, . BN
s the nineteenth-century .romantics ~- Shelley and Keats -~ had an influence -
on me. My particular study was on Browning. Thivaas.nbt until the - <

. thirtdes; inaghe thirties social and political themes became more important
+than romantic ones. Because of the anti-fascist movement and the political- .
'situation\iﬁ one's own country, this development took place. Those whom
taken'an fipterest in include Spender and MacNeice ,of the English schqol,
and other Edropean writers such as Gorky, as well as, the American wWriters
of that time ——'Steinbeck,lDbs Passos, etc. : '

* - * " l )
.t_ \”A ‘.Z * ’ ‘v e
] l N - - . '\ . ! -’ T ' \
' The editors. wish to express their sircere thanks to ¥Mr. Allen Jones of'.
Duke University for carrying out this interview on beha .0f JSAL. Mr. Jonmes . -
wishes to have it noted that the text presented here is n‘p a word~-for-word .

transcription of the interview, but a reconstruction—of—th —meetingfwith Faiz _ .
based on extensive ns)tes. ) 1\38 : Co e e
, . ! . . ¥ . - ro
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% Pakistan? ¢ T . ) .
« . / ~ . P e " - . . - )
” : ' . * . o . , . R <
- .A . ’ e oat . . )
Faiz: “One”s. outlook is %Ormea bas1cally by, the u&ge for freedom, not —_—

" of the poet is as recoraing instnument‘of the dominant . aspirations'of the

/n

\

*

»

&

~——

. struggle more intensely. One got involved in the struggle as” wellnas

. writings in Pakistagn. Usualiy writers alsd work ‘at another profess1on.

» ' ’ ‘~ \Q N \. “
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JSAL: .How would y
your~ opinien,_ls ‘the

characterize your inddvidual artistie qutlook? What
unctfon*of -a poet or wrxtér in a.country Such as*

25y

for oneself, bub\ for one's fellow'beings -~ freedom.Trom Oppression of
all kinds, from. 'éxp101t,ation. In a coun!'y lS'uc:b. as Pakistan, the functiom

- v
3
L]

people, pf their épfferings and happlnesses s e

L3 . @ 8, N4, 4 ' N
’ . ' 3 .
! = .\ - ! \ - LI Lo -

N . '- - ‘B"' ’ ". .
(JSAL: It is, rather difficult for a wrlter to mike his living by hiS‘ -

"Is this true in your case?: Do you for&see that this situation awill change
.and that a writer\w1ll be able to liVe by ‘the sale of his writings?

. . . ¥ +
. . N . -
k3 . ’
- * e L . “ . y 4o . . .
\ (=4

F&zz“ Yes‘ I have b en a teacherﬁ soldier, socieliSt, culturaf—organizer
land ‘S0 forth Writers cen. Llive from.the sale of their . works only in
affluent societies. . H ¢, . - ~

. T Wl T . - . )

. L A .
¢ - . -’
C'V’&» . f‘ L - .

i, - * ‘ ! o 0

~ JSAL: There has to be a change in the larger sociaf conﬁéxt-before writers
will be able tq support tquselves ip’ Pakistan,i_o it s ems.

N
- N -

2 ‘

. ¢ ’ ' . o ‘.‘\« - - ) v
Fgiz: Yes, that is true. = e ‘ - (D) &=
f - . .
< . M . - . .

JSAL: Urdu literatyre in _the past several decades has been very closely
involved.with politics and political igsues. Do you feel that this is a
.very healthy reLationShip? Were you ever involved in the so—called ,
progress1ve movement or any other such group? S T v .~
-_“"' ’ “ o . “ ; )
. o , .

Euzz There is. ;B inevitable relationship between literature and polrtics,
paroidularly for. countries like ours. Involvement with progressivism means
getting“involved with ene's own'pgople. One became involved as soon as -,
.one became conscious of whatowas appening’ to them. "If one was to be of
value, one had. to write on their behaIf - agalnst political oppression,
social injustice, etc.. One got involved in order to experdence this.

articulated it. o o . T

f +
» . -

PRy

»

JSAL What is elevdnce of your work to: the life situation of the ‘j;
people of Pakistan today? .Do_you have any sort of message for people in
your w'riting1 ’ ‘

We LI

. . -
. A . ’ o 7
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. '5' . F_a'_iz:._ Re'J.evénce;i_s lzet'ter known to my people than perhaps to others. One N

. N » has gone along with whatever problem arose. First; it was English_mkglgmina-;-
tion and independence that concerned one. Second,.it was the neéd to create .

‘e ’ .a"beT:ter social ordepr. Whatever the situation has been -~ and they have

been different at different times --i one has tried to articulate them,
e oy o . N P i .

. .

Y T T . 4 - _ ;
B - > i ..

: ' . soa . ' - . PR L -

| s | ‘ |
.
\
|

3 T - oo ) i o,
- JSAL: Do%ou write for;any particular reason?), For your own satisfaction? :
Or for the instructionvof others? ~ . et - EN
. & . : : - .
Co S . AP T ’ ‘ \ < \‘/ S
° Fazz:, 1-see no difference betweenywriting for yourself and for others.
o ot ¢ o o AN . - <

yow @ . e
[ . . [ N, ~ 4.

;- N -~ .- L o - o » ® .

* _ ., 3’ N : ».M_? - L R » ,1""
. JSAL: How would you’ categoTize youtself, & ‘a ﬁ‘ri’téer and how would you.like
", to be remembered in the histories of. Urdy literatdre to be written hence?

-

~ v

+

.

* ' \ ‘ VI " C L
A .,;/ : _A\- . o ' T . . A . . N ,
\ ¥aiZT T1'm not that way —- to be concerned thdt way. While I'm &ive, I try
~to help my fellow man. After I'm dead,’ that'$ that. . * . e
! ‘ - - . . \“ b ) . ' t - .o
o . = i]/\ ’ . c‘ e — L R . ' . ~ T ¢ -
D Y JSAL: What ds y&ur-o_piniér’x &f the present state of Urdu literature? - v
' K] ) . ) ~\: ) . L A Y ¢ Lo
Fais: 1t is cticgficul‘t.;o'gsay.- 'In Pakistan Urdu 1% a doiMipant, language so = * ‘
\ 4. mote is being written: But other languages'have -just begufi to grow. All ° e
¢ *5 lgnguages are-dynamic. s <\"e - L ‘.
° . “ ) - ' v, . . ~A'1 ° . .. ) * ' - <« . . . . 3 . -
T O MR : o o C L 4
- T *N\/S4L{ Is there ahy distinction between the Urdu literature. of Pakistan apd
T hattef India? * o0 T g T -
. S SR T e or N s .
- o . e . " n < - - .\\ K . . -

LI ) " . . . . . ~
" %ﬁ' .Yes,, there is a distinction in the sqcial and political situation.
i *. They are involved ingtheirs ahd we aré. iavolved.in ours. Basically ‘there

. . is much difference. . . C e U
.- _:4' . Q ~ .- . - T e ) o . Voo :
, "% JSAL: There seems"to be a définite'shift in your poetry. UIa you'r" earlier
. ~ -works you seem to-have a considerable social ang political concern. 1In -5
SR your lates$ poems, you have much more of a®petsonal ,- individual vi§i;'an dn . s
. *+ <" your poetry:** Could you explain this change? -Or is this simply'a mis- . .
- - reading of- your poetry? ' Voo ' L .
. : e T ‘ ' ) Lt . .;\ T . T PR . ) .
. .° T, ., Jon . 5
v Faiz: No, I have never differentiated the personal\i.nd .the impersonal. Y
.e LIt depe:‘rrds ‘upon_ the” érgency with which you write., Sometimes you SEress - -vs
) the 4ocial, _sometimés the personal. My work is a mixture Of both)l.«
T . N ? 4: * -t 0‘ ' ’ F'
j_f?ﬁ LA ;o - 00 B o L7 i
N . . ":4 S N ~ . ~ = - I 4
e« = o~ . R — - ‘ = ' "
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JSAL You have alwayg been very involved in politlcs and ;abor unions. - -
Dg you feel that such associations have maderou a better. poet? Do you:
feel comfortablé at all talking about your imprisonment . in the fifties?

If. so, could you tell us about it? Isn't it ironic that after prison *

. <« .: . you were awarded the 1961 Lenin Peace Prize. Please tell us aBout your .

e receiving’ this prlze.3 . ) P
’ X : : .'\.'
) "" N . ae - ‘ - M .o

s . Fa$Z' Yes, T do feel that involvemEnt with politics has made me a'better T

A poet,“ About my imprlébnment -~ I felt no inhibition about going to prison;. ¥
it.is not more unusual‘hege than elsewhere. Concerning the prize, it came -
" as a surprise to me. I‘ﬁas‘not expecting it. .It was a pleasant surprisg. *

~ e

N S :
, JSAL; You have recently led a proce531on in favor of PunJabl as a reglonal N
: language\ln Pakistan7 Please explain yOur thinking .on this issue.
. '.-,, P “ B (‘ L& ’
. +
s .F&zz < I did not lead a proce331on, though I did s&gn a statement to g1ve Co (
Punjabi its duexpiace din the' schemé ‘ofi things. B G : .
* “« . . o K T *
.. & - e h I i R
< . ‘ . B ~ . ‘,_' , ‘V;x" . ) “ . ‘,__A\\
L A 3 R N ‘ A ’
" . ;‘EDITORS"NOTES .o : .
. Lt - "y . I N R - . . . Ve . p s ) PN

y .7 . < o
- . < e !
Lo . K !

- - ibdur Rahman Khan (1844ud901), am1r f Afghanistan from 1880 to 1901,
o + son of Afzal Khan and grandson of" os%;Mohammed Khan, founder of the
e ' Mohammedzai {or -Barakzai) dynasty B . ol

EN
“ . - f'&ﬂ- . / 2

2. Fo’r'a nete on Akhtar Shiranl, seé@}. 13% . SN
2o

ot
. 2 ’ . N

*3. Faiz was awarded the 1961 Lenin Pea Prize in l962.o Ampng the other.® .
winners. that year were Fablo Picasso,. who won it for the second ime
: (he .recgived his first in "1950; he alse refused, this 1961 %ward), v
, ' ] KWame Nkrumah, Presidepit of Ghana, Istvan Dobe} President of Hungary,
. e and Olga Poblete de’ ESpinosa, a.Chilean ‘university professor and
. gctivist in peace ‘and women's rdghts organizations. Faiz was
e presented his award of 10, 000 rubles and a gold metal-on 20 August,
. . ' 1962., His acceptance speech on the occasion of this award®is publlshed
. . ad a foreword“to the collection Daét-$~tah %-sang, p. 7-12: <
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- EXpERIMENTALISM AND ITS IMPACT ON PUNJABI LITERATURE « .- . 7
S R : <o
: . " .'. Toe . . v “
. ~ " Surjit S, Dulai - S : A
. . /.Jy . ,( . 0‘ . R

The approach of\India's indepegdencq from British rule generated a new
self-confidence and pride among Indians and, thus, gave a tremendSus impetus
to the growth of modern vernacular literatures. The impact was by far the
greatest on Punjabi. For the first time in its history, Punjabi came .to be
recognized -as an important paxt of their cultural heritage by a large percentage
of the "educated" Punjabis. It egan to receive its due place in the
~educational curriculum, the governmeﬁt~agpinistratiye work, -as the language
of the.press, and as a literary medium. With.this chahge in the status of
Punjabi, thes rapid expansion of education, the Punjabi readership increased

~ manifold. ”Keeping-pace with this increase, Punjabi writing also began to

- proliferate. Already established writers became many times more productive
than<before and scores of new, younger writers appeared on the scene. The ¢
~ Punjabi world, of letters was transformed.’ S T
P N . L.

Like its bulk, «the®themes of Punjabi,” as of the rest of Indian literature, *
were also profoundly affected by iﬁdependencé.‘ They ‘werd born_of the hopes,
opportunities and the challenges® that independence.brought. The contént of
literature began to center on social af\d econbmic aSvancement. Now that India
was to be politically ffee, it was exp ed Ehgs its' people, should achieve a
ﬁappz existence free from the social and economic disadvantages which had
hitherto made and were still making the lives -of mos-\LBQiéns very miserabde.
But soon it began to be realized that’the situation did hot seem to be

improving or, at any rate, the pace of improvemént was not satisfactory. Many
felt that the conditions were actually deteriorating.” Indepéﬁdence had been
‘béneficial to a select few, the few who formed the upper segment of society. .

- Théy prospered at the expense of the loweér classes. The"prevailing socitl~ -« .

. .

mind-of many, an Indian 4nd ‘became an example to be emulated.

economic system kept the lowgg,classeq enslaved: for exploitation by. the uppers L
It was, therefore, ‘necessary' that this system be 'abolished and replaced-by )
one in whith there.would be no more exploitation ‘apd all men and women shall
be equal, free, materially well-providgd apd happy.*. Among t@g various méégs R
.advocated feor the achievqment of this goal, the one that became most prominent
‘was Socialism. The success story of. Russian Socialism loozéd large in the,

; Most of the
leading writers of Punjabi, such as Sant Singh Sekhon, Syﬁan §ingh, Bawa
Balwant, Mohan Singh, Amrita Pritam, Surindar Singh Nprulé, and Balwant-Gargi,
were attracted to the idea of a classless society as envisioned by Marx and
as, in their belief, was being realized in Russia. ekhon studied Marxism
vith some ‘thoroughness and developed a fairly elaborate theory of literature
based on MArx's,diélecti%hl materialism. -Most other writers saw the historical,
{mplicat}ons‘of Marxisms ly vaguely, still derived dnspiration from it
and pointed out the need a¥ well as /the gvitability-6f the coming emancipa~
tion of the masses frdm'capitalisﬁa(/;:zgi%cystalliied the phase of writing
known as pragtivad or "progressivism." . : N ’
- . ~ . ' N S ~

L A ‘
. ’

' o« ! ¢ “ : < -
*This is a revieWw article on Pritam Singh, ed. The Voices of Digsent (Jullundur: |,
Seema, 1972), 93 pp. and Jasbir Singh.Ahliéwalia, Punjabi: Literature in -

Perspective, (A Marxist Approach). (Ludhiama: Kalyani, N.D.), 474 pp. =
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.. .. Mo%g‘eérly pfogféssiye writers first -experienced the frustration and
. = : suffering’of human existence in their own personal lives. Only after this
Teo- peréaqal.experiehcé did they begin to relate their -private.suffering to )
o " “the social~economic.reality and see it as part of the common .predicament of
: . the masses.. In delineating this predicament, instead of a direct presentation
4 of reality, they generally suggested it by using the traditional symbols
% of the tragedy of love. In poetry, the leading writers of this phase were ’
Mohan Singh and Amrita Pritam. They wrote of the failure and- impossibility
"of love'in the prevailing order and of the creation of a new order for its .
fulfillment. They did so in a style which often made use qf the_tradition?l
poetic manner in imagery, diction, allusions, etc. Thus both the thematic
and stylistic elements in their poetry had the effect of abstracting.reality.
But since their personal experience was intense and their thematic selection !
\ rooted deeply inm a tr@idition still alive and their language and allusions
\ sophisticated and charged with rich associations, this abstraction was no
disadvantage but rather a means by which reality became sublimated and
beautifully enshrined in art. Amrita and Mohan Singh have-written some of

. the finest lyric poetry of this century. _ .
. LT . ' ) . .
4 " 1 . ) ‘ ‘-
. " But as progressive poetry became fashionable, in the-hands of less -
) gophisticated hands and poets,of little significant experience, this same
.process of abstraction became a divorce from reality. Poetry became @’ formula .-

full of empty rhetoric and sentimentality having no relatidn with the real.
hoqld. But since it vehemently protested a commitment.to the people's cause,
it had became a holy cow.and its cult all~pervasive and rigid.

. " The literary atmosphere so. created began to be oppressive for sensitive
writers and lovers of literature. Towards the end of 1950's, some young/.
poets started to rebel against, this situation...To begin with; it seems,
they simply craved to be free from the dead monotony and emptiness of the
prevalent fashion in writing. They were desperate for a change, nb matter of
what kind, even if it took the, form<of induigence in absurd literary antics. .
So they cast about, sometimes quite haphazardly, for new subjects and new

-° modes of expression, experimenting thus to explore new.possibilities for . .
poetry. Theil efforts developed ‘into a movement known as the -Experimental

. > (prayogshil) movement which rapidly gathered strergth and has, during the last
' decade developed into "New Writing" and profoundly influenced contemporary
Punjabi literature,-expecially poetry. * . . .o

-

- s g . >
. . The Experimentalists' quest for innovation per se séon developed into a

concern for.writing genuinely significant- poetry. They began to examine the
nature of poetry in the Tight of a knowledge of its theory and practice with
special reference to the major developménts in the West during the twentieth
r century. It became their belief that to be significant, litefgture of any
. period must capture the contemporary reality and human expdrience. The
reality. of toddy's world and man's experience of it ay6 uniquely different

’

Y from qpose at, any time in the past. The delineation of this reality and its
. experience in poetry requires forms of expression un;quglx/SUited to them. ° ..
‘. To be able to grasp them faithfully and depict them in apt forms, a poet s

' s
'

.. ‘L\,,/ 4D - ’ . . ‘ '
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must be naturally endowed with or devélop a "modern sensibility." The_ .
Experimentalists alleged that much of the current Punjabi writing suffered .
from a’ "sensibility gap" and was, therefore, out of touch with reality and
amounted to little more than futile, though mannerized, verbal gymnatics and
pretentious "attitudinization." Sometimes it might serve as political
propaganda; literature it was neot.

As the Experimentalists’ ideas about literature evolved further and )

began to take the: form of an elaborate theory, somewhat ironically, they

found its basis in the same Marxist ideology which the Progressives had,
vaguely or definitely, subscribed to. It was their claim that the Progressives
had either altogether failed to interpret and apply Marxism correctly in their
writing or their interpretation had no validity for the current situation.
Almost all the major Experimentalists theorized and wrote about literature,
but their most systematic theoretician has been .Jasbir Singh Ahluwalia.

Though the first writer to publish a book of Expef&mental poems was Sukhpalvir
Singh Hasrat, Ahluwalia emerged as the leader of the movement . In comparison
with the prolific output of some other ExpﬁrimentaliQts, such as Hasrat and ~ .
Ravinder Ravi, the amount of his writing in verse is small. But he has yritten
a- number of books on Experimentalism and New Writing fully expounding its ,
rationale and guiding the movement. His -poetry too embodies the characteristic
features of Experimentalism more completely and is written with greater
sophistication and depth of perception than other Experimentalists. Because

of all this he not only towers above them all but has come to occupy, an
impertant plage in Punjabi literature as a whole. Under his tutelage, the
Experimental writing grew into a major literary movement a gave a new vigor
and direction to Punjabi: literature. Because of the yo of the Experimentalists,
-Punjabi literature has entered a new phase/, a phase i which the dominant con- - '
°cern is for a true perception and honest portrayal of reality free from all
preconceived assumptions no matter how popular or sacrosanct. There is in the
air a new determination to grasp the nature and function of literature clearly
once againg as it happens in the history of any literature from time to time
after periods of decline and confusion: The world of Punjabi writing is
charged with certainty and. self-confidence. Gone,- or. almost gone, .is the tepid
repetitiousmess of the fag-end of ®yogressivism. Gone also is the tentative-
ness of the early days of Experimentalism. There is little that is experi-
mental about Punjabi literature today except to the extent that all good
-writing 'is a process of continuous discavery. Experimentalism as a movement
came to an end in the mid-sixties, exactly when it had reached its peak. That
is how it should have been. The movement was a catalyst in the stream of .
Punjabi literature and after it had served its function, it submmrged into the
stream and transformed it. It is quite firting that the most recoyt book by ..
Ahluwalia is Runjabi Literature in Perspective: (A Marzist Approach), The book
undoubtedly reflects the bias of the author's point of view, but it is no mere
polemic but a serious work 'of wide scope. Here Ahluwalia develops a systematic
philosophical-historical view of Punjabi reality and. literature as a whole.

His focus is on the nature of the contemporary experience and its bearing on

the current writing, but he sees the present situation in the wider context

of history. Important as the book is in its immediate context for providing an

. .

t
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insight into the present literary scene and for givingidirection to it, it is ¢
also very likely to bé of enduriﬁg significance for its perspective on the

entire career of Punjabi literature. As such it is very worthy-of the attention
of all serious students of Pudjabi. But as the thinking in the book largely
.evolved from the author's involvement with the Experimental movement and as

one may say that with this book the movement comes full circle, rejoining the
current where it had left and thus deepening it, it is also necessary to sample
some representative specimens of writing from the Experimentalists and other
writers influenced by the atmosphere created %y their movement. A recent
anthology of poems in English traslation, The Voices of Dissent by Pritam Singh _-
seems very conveaieut and suitable for the purpose._ The anthology, and -
Ahluwalia's critical work as well, also deserve our attention as cqn;pibufipné
to the English studies of Punjabi literature. Let-us, therefore, turn te an
examination of The Voices of Dissent followed by a review of Ahluwalia's bogk.

- v

. — . . \
Though The' Voices o Dissent is a very welcome work because so far. there .
has been very little translation from Punjabi into English, yet it,hgi‘gg be
admitted that the book suffers from several weaknesses.. These must be oticed
not to belittle its importance but to, suggest how this dr future work along e
similar lines could be made most useful. For many of its shortcomings, one ’
.can *ardly blame tb- translator, because they are not so much his own fault
as the handicaps of nis situation. As there has been very little work o
translatica from Punjabi, many kinds of information and stylisticnégatﬁres‘
normally considered essential in an anthology of this kind seem nown to him.
There is ro systematic biobibl}ographical information aboug/phé/ﬁoets included
in the co’lection. °There is no reference to the original titles and. conte —
of the selections. And nowhere does the translator giveia full bibliographical
citation of the publications mentidned in the text. All this seriously limits
the usefulness of the book for a‘serious student. . . i

4 .
v

The comﬁentary is riddled sometimes wf?ﬂ'hackheyed and ‘sometimes with quaint
expressiens. There are'éénte%fes like this: "It (poetry) is no longer confined
to ditties of a love lorn lass ‘or lyrics of a jilted heart" .and "He makes use of
- his Pegasus wings, which were long clipped by the scissors of hard realities. . .
He can overcome his frustration by pressing intd,se;vice his analytical P
faculty" and so on.2 But this is to be attributed ldargely to the inade ies
of the teaching of English in India and the consqu:ggggack of real understand-'
ing of English tenguage and literature. That alsp—#%"the reason for his general
naivette and all too frequent indulgence in hyperg;le. Still these are problems
which must be overcome by an Indian wanting to write in English. And Pritam
Singh seems quite capable of writing effectively when he is not obsessed by
literary catchwords and phrases or striving for effects too deliberately. His
writing is best when his main concern is to state precisely what he knows
clearly and feels.strongly about it. Then, indéed, he writes clearly and with
feeling. - ’ r
. Ve 4 o, r o

There is only one weakness inghis criticism that seems inexcusable. That'
is the heaGy-handed manner in whicp he passes adverse judgement on a poet when
his writing dges not seem to fit his (the critic's) view of poetry. He tends
to be overly¥*rid in ideas about poetry ard wants- to put all poets in a strait-

jacket. ‘At times e even notices 4 hint of factional bias. Lo s
’ . ‘_ . . ~




o4
*But, it is perhaps a ﬂgasure of the essential merit of the book that, in
) /gpl e of all these falllngsk it remains a very valuable anthology for an Engllsh
//// reader. Its usefulness by fiar outweights its deficiencies. Though brief, the
book\gives a fair idea of the recent developments in Punjabi poetry and convéys
effecrively some of its actujl flavor. Besides being an upcoming critic, Pritam
Singh is a poet 1n/ﬁis/own right. He has, therefore, a good grasp of th
contemporaxy literary scene. \Except for an awkward line here and there, \and
the ocbasignal labored use of ¥hyme, the translations themselves are falrly
efzect' e dnd faithful to the rlglnals Despite the editor's bias, one gets
. an acZirate impression of each poet's writing. ' \

i

. A The anthologyv includes sel
% -7 Sohan Singh Misha, Jagtar,- Ravid
~ and Pritam Singh himself. Hasr
was the first to write a book ¢
sented the new trend."3 He thu
novement Ega&nst Pregressivism.

tions from seven poets, Jasbir Singh Ahluw liay
er Ravi, Ajaib Kamal, Sukhpal Vir Singh Hasrat,
, the- most prolific of the Experlmental poets,
taining "a large number of poems which repre-~
‘came to be considered, the originator of the'
The Russian critic of Punjabi literature wrltes:

f S "It must be borje in mind, however, that PunJabl litera- ~ '
o~ turé is developing ih a country where bourgeo's reiatlons are ////T/
. growlng and consolidating themselves, wherg#the idealogical - \
//;//’/////// expansion of the im erialist powerg /1c1ally of .the U.S.A.
and Britain is exerting its destxiycLife anfluence ‘'upon all o
. -cultural processes Ydrgeois relationships , .
+inevitably engend ‘c mocds, & tendency to N
_withdray *from the/broad p of life into the fiarrow
‘world of persona¥ expeg various 11terary tendenciés
( spring up that advoedte, apolltlcal attitudes;;s-and donfine
. _ the writer's resp6psibility to himself.alone. Writdrs follow-

ing thése trend e ;ndlfferent t6 the people and their

problem cTaiming thag the writers' sole task is perfection e
mong these tendings, that of Paryogvad (Ekperlmenta—

" should be singled out. t first appeared jn_literature

“0f West European And Am rioén ,
decadent tendencies.. - adherents consider/fg t the esse

« . of creative writir ies in formal expefimencatlon, they stress
the purely pesstnal, even individualistic nature of the crea- -
tive pro s, denying the existence of humanism and social

, significance " in literarture. Despite the support of reactionary
forces both inside and outside the country, this trénd holds
lictle sway in Punjabi Literature. The first book of poetry

) . . that may be referred to Prayogvad appeared-in 1853. 1t is a

collection of verses by Sukhpal Vir Singh Hasrat, Hayati De

Some (Sources of Life) .4 .a

IS

Hasrat higself started writing as a Progre531ve romantic and sang of the fast
appreaching millenium in his early poetry:

. . . ."A nurder of one desire kiﬁdles fresh Egpeﬂ//, -
And a spark of life comes dancing-, )
o [ 4 -7

o o . & ' . 1Ji{3 ’ ‘ '
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. '‘The monsoon clouds shroud the barren )
night of the waste land. -
Awake! Ye oarmen .of the ,life~boat, awake: , -
rain soaked winds are on the march ’
A night is passing. . . ."3 e T
"But soon he was disillusioned." Reality was different from "shat had been
painted before His eyes by the romanticism of the grogressive tradition . . .
human%ty was still far away from its destination " .

L, r;;oldtions Rave swallowed up - .
P .
- thousands of Sinais . , ) e T o
’ P Still the earth belongs nof to us. g - p
g Life's longing lies deso}éte. PPN r . . ,
4 Thus shedding the false assumptions of/the fad that Progress1v1sm had

became, Hasrat beganto look reality in the face. As a result, his poetry
acquired a wide range and‘ﬁariety. 1t began to reflect his awareness of ‘many
saliefit aspects of the contemporary S1upation. Thetmost characteristic fea~
ture of his poetry seems to be a concerrr for the tuman uality in life, a

: concerﬂ which expresses itself in the quest for profun&%ty and meaning from,

the human standpoint, genuinely human rélationships and for _humaneness. '« .

But he finds that the gdzg‘of such human significance, of human touch is

the essential quality &f modern experience. .

/. =~
oo . "A'sip of coffee a kiss of your lips ¢ “ ) /
' The ring of the telephone, smells of promise,,
b The patter of feet -carries in the laughter of clinging.
“j? g A small piece of cloth . < e

Is still slipping off the nude body,

The hotel room is very well decorated,

This is the time for flowers to bloom in the garden.
Let us walk arm in arm for a while . N
After en the curfew.time starts. 23N

/5
People try to hide the callous souilegsﬁef ﬂgf their lives w1th various tricks.
See, for example, the ''tender" Miss Tanija:

1f she finds a child in tatters, .
. e Getting down from her limousine,
With eyes full of tears 2 .
’ She slips a silver in his hand. *
And feels relieved. i
/ : . :
Embracing her boy friend ’ (\\
Heaving a cold sigh . .
Remark . d

'Honey, look what a poor little thingv'9 . \ )
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. The central feeling.in Hdsrat's poetry still seems to be the same as .
inspired him in his pre-Expérimental days. And it is this feeling which gives
strength to his writing; _ e : ) ..

Aimless beauty is a mere desolation " & ' s

/ ™~ Goal~less Iove is a mere distress'
7 . A random art’}sca lifeless song o .
P , Youth is never wain of shadows ’ U
I side with the down~trodden.l0 /// .

There is thus a‘continuity tn his development “and not.a clear break from the
past. This appears to be the reason why he "has won wide acclaim from the P

critics and poets.of the old_generation' and-not—beeause—of-any—backtreading.
as suspected by Pritam Singh.il © 7 : . :

‘Ravinder Ravi is aho;her prolific writer of the New Wave. He hasebeeg
.keenly aware of the problems of the presant situation almost from the very _

¢

AN beginning of his writing.career. The strength of his poetry seems to come'from,
¢ a "robust outlook on, life," a desire to live life fully. But, like Hasrat,
_~he sees that the pattern of ezistencg today saps the joy of living:
e .“Today again ) ‘ . &
' "~ Just before 'my heart - ‘ ’
/'«  Life and death shook hands with one another—— . F 2

///,[ Like the thugs - 12 7 s Lo
Who smile at their-owr share of booty. <~ 0

. - . . 3
The deadening nature of the dull, mechanical round of daily life is the predomin-~
ant theme of Ravi'g poetry. People‘are so complet'ely caught in a lifeless
routine that they have no time or feeling left for what is ‘truly significant-
. ' - ¢

)

k)

._Every day .-
The sun wakes me bp from my bed - . '
I wash my face )
. With its rays ) h s
Take m§ breakfast
And then start ; . : %
My journey of' the day ) ‘o

Sun is stable
But this -damned earth
Spins round and round. ’ -

\

Man is lost and left alone in this meaningless flux of existence. MNo one
,seems to be really interested in others. No one seems to recognize another's
worth as a human being. ’ «

®

My eyes were focussed

At the crushed corpse of a dog

And its bloody trail .
Whose last and frightful scream




e T
e

People are not only separated from one another, they are also divorced from
their own selves, seeing their "destination" in things extraneous and not
realizing the intrinsic worth of their real selves: . .

PN — o— . I . <

. Fixing his goal, - ' ) e
-By cotnting the footsteps ! ; _ .
Of his febIow traveller, L. . .

. o . PR
. My destlnation ! ‘ ~ s
Divided in these foot- stepsc . of . -

i Is running astray R

Y e
>

/// Rav1 S§ poetry thus probes the immediate reality of the day to day existe
ence, ' His amagery if often fresh and’ effective. . See, for example: )
/- He:nursed a skylark in his frame
s . ®Everyday in the mirror d .
e He viewed-its face
It struck its beak against the mirror
° And fell unconscious, 16

Generally,’Ravi s imagery and subjects of his poems are derived from the
reality of the modern urban—technological culture, as the title of one of his
books,,Hart transplant ton bad (After the Heart Transplant) indicates. A
" _writer particularly concerned with capturing in his poetry the atmosphere of
" the technological age is djaib Kamal. . He too. has produced a number of books
of poetr{ in quick succession. The title of his Manukh te khila (Void and
the Man)18 seems typical of his work.. He "deals/w1th spiritual poverty ‘and
matetial affluence of the modern man in the\atomid*age'" 9

-

‘Sputniks are creating

A halo of light . S
Around his face. - el
" But where is the face? B e

Where are the eyes
0f the man o .
Who ‘has conquered
Earth and moon? A
Without face, eyes /

-~ And other limbs N
The unfinished portrait
Is hanging on’ the easel.

-

-e
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Was suppressed under the sharp —
screech of the brakes. . . '

"After the accident : ) -
We both, @ . ,
One saved - , ’ 3 -
And the otHer killed in the-accidentl
Achieved an identity of: our own s .
Separate from the mob.l4 .

Every wayfarer is . e




. M g /'
Material,; technological advance instead of enhancing the human qgality;in life
is a source of its negation. So is:the hold of convention. But the poet is
in @€volt against #his situation. e is fired with the desire to see the <
modern man become ‘a complete man and is aglow with the self-confidence for
such completion for himself: -
. /" i
I have my own/eyes >
My own ears \ '
My own tongue -
-And a blazing voice.
In which‘dust bin -
You would toss them? .
Tying my hands -and feet .
The cratet of a dumb voleano-
You have reserved. as my seat.
But I am aware, -
When and in_what manner
I would erupt.2l ~ .

o

o T . ° -
Such- passion and certaiﬁfy are*the sustaining notes of his poetry,

‘\ ) .
- ;/ggiggm/SiﬁéﬁT;/;;n poetry in the antholégy depicts the stony indifferepce
tha finds to be the characteristic quality of life around him.’ Nothing

seems to shake the all-pervadéng apathy. Pritam Singh cap be quite effective
in conveying ,the sense of deprivation and pain caused by this situation:
e i v
Boredwith the colourless 1ife ‘ \
I had simply.opened my eyes
And, cast a furtive glance.
. A $tab in the Back . 29
And my heart was aunctured by a lance.
.., . " A ’ v ¢
He works mainly by using‘cdhtrést,«pIacing side by side the extreme opposites
of a proposition: b

This darkness at noon : ° ;‘ -
This town al

This country

This jungle

Look worth living

When glow worms appear.

3

Mythological allusion worked into such contrasts is an interestihg and a
favorite devjce in his poetry. He derives these allusfions from Hinduism, ¢

" Islam and Christianity.” His allusion to Jesus as the imagé 6f humartity and

ERI
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suffering is not far fetched in itself because réﬁerencé.to Jesus has long
been a common practice in modern Urdu poetry which' forms an essential part
of the Punjabi héritage. However, the manner in which this reference is

used appears to be derived, though not merely copied, from the example of -

English, almost certainly T. S. Eliot's, poetry. This too is juStifiable,
N v

-
.




even commendable. For if T. S. Eliot can benefit from using his knowledge of o
Indian literature, so much¢more can an: Jndian from using his acquaintance
with English .poetry, because, after all, the English influence on-India has
been by far greater than.that of India on England. Such borrowing is all
, the more legitimate when Pritam Singh's consdious purpose, in the anthology
. ) as in his own poetry, is to bring Punjabi pgetry to thﬁr&eveﬂmaf modern
- Western poetry. It must, however, be pointed out that, to be sucékssfully
ol assimilated borrow1ng-in literature must be such that it blends with the
"9 - common experience of  the receiving culture. Now, the idea of suffering and :
humanity of Jesus in an absteact form does blend with: the contemporary Indian 6
. . experience«becaUSe suffering and the’ quest for humanity are its prominent
\\\ -- features, . but the images such as the sepulchre and the stones as used by
* Pritam Singh have little basis in the.general.Indian reality. So they tend

o, "to be arbitrary symbols d1scofdant wi~ the very reality the Experimentalists
‘ set out to: represent,faithfully -

‘.
~

A — - tter of borrowing is perhapSAthe most important thing to be ", vl
conside?egéin\the_work of the doyen of Experimentalisni, Jasbir _Ahluyalia. He
. ' has studied modern\West rn literature with some seriousness and -has assimilated
in"his work many technlque as well as ideas derived from Western poetry.. But .
- these are not art1f1c1ally imposed on the ‘native experience but so joined with -
it that they begin to degiggwtheir ife from‘it.  They re somewhat like an
1mported breed raised on indigenous sé%l, or even crossed with the local
‘ stock. Or to make a closer ‘analogy, the borrow1ng is like bringing in a camera
. *. along with the»knoW-how of photography and ‘& sense of the choice of ;subjects
« where none of these existed before, but the.life of the pictur as that of
the1r subJects, is not in the camera or .in ‘the art of photography uch but
in the reality of their background., ¥t is in this original manner than
.- Ahluwaliithas helped transform thé idiom and content of PunJabi poetry and
. tprought it face ta face with contemporary reality.

v
L - >

unjabi literature.' .Faced

. Ahluwali is a crusader for contemporaneit
] with the strong hold of ciistem’ and conventiem which keep writing insulated from
o and out of touch.with reality, he makes task -of breaking the hold of dead
habit a primary aim of hig wriﬁing e dedtcation of his Kur raga kur parga
o (False King TFalse. Sybjects), not/mentioned in The Voices of D%ssent, reads: \”
f i

"= A ray of light has from spmewhere A . \ :
) - Suddenly flickered . ’ Lt : . )
LA . Into the mind'$ dark ruins - o '
. - "To rouse again the thougfntSe.‘24 L. , -
ot - That lie like sleeping shades. o ‘ - c

L . ) -

o Often be uses shock and absurd - statement to arouse, a.new perspective. :
» ’ Py
L] - . 2
« s - -Why: should I not write “"
. . \gwo plus two is equal to three 3 .,
nd make my mind free ‘ ) : ’

25 . y

,  FYom the Spgll of these symbols°
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But his most delightful od is one of Gs'hg conventional beliefs, ideasj’b-f,f\i\\__//
images, allusions to mythold etc. im such™a manner as to expose the confin- ’

"ing emptiness of conventional attit
mentioned in The Voices:

-

\Staying within this Lachhman line -
- The Ravan that you fear my gome ) %
That Ravan is of paper made . .
That Ravan may now never come.
Staying within this Lachhman line

The Ram whose workship is your life “\\\ : ' S

That Ram may also never come. . *iﬁ\\ S . T

Come, step without the Lachhman line \ ) \>Q <.

Come, step without the Qgguous state ] el ‘
: _ Come, step into the instant now. S -

~

Ahluwalia has adopted here a p{;zi? of some modern Wedtern wr ers, the prac— _

tice, that is, of ‘using ttaditign afd past liferature to s2uwve new urposes CeTe o
in their compositions. His adop™en of this technique is not™\facile )
but very sensitive and endowed with originality. -References to
from the Aamayana, because of these figures being a very well-known

the living reality of the common Indian experience, are charged with ri
assoications. To these the poet adds suggestions of his own"devising at ¢t
same time giving the resulting ‘multi-layered structure of his imagery a twist
that conveys his message with powerful, impacg."Eét us take, for example,

the image of Ravan. As the evil derion king, the “@bdyctor of Sita, and as a
giant-size effigy of paper set up during the festival of Ramlila,27 Ravan is . T
known to all ndians. The poet now suggesfs that Rgvan is only paper thus

implying the essential non-reality of his existence and also reninding one, .

though without saying it, that the paper effigy is Lurnt every year. The .

reference to paper also suggests its association wi h writings %ﬁﬁé\making ! ‘

N e

Ravan\a demon embodying the literary convention whose fear keeps Sita, thé\\\““~w-“n\l-
unobserving writer bound in meaninglessness,. TS L o
- ‘¢ . < . .

. The poem i< thus a comment not only on the, state ofAcoﬁtemporary Punjabi' B
writing but on the contemporary Punjabi dxperience as a whole. ' Like other
Experimentalists, Ahluwalia;also finds the general apathy and the'mechapicali"
quality of life to be the most prominent features of contemporary existence.

Life i¢ a soulless ri al, not because the ritual itself has any* sacred value

but simply-because of thémdgdless inertia of custom: \ : K

My love : T ' -
- At the time of our las? adieu ' '

Bring a phial of glycerine.

By God Y . .

We cannot rely “ . ‘

On the performance of our eyes. \\\

. Right from the first round 8 oo
Our love was tradition-bound. .

o4
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TTtion.of trivial, -of

‘, elements becomln ;gysed in YyneNyy the force of his sensibility. The poet's.

.
o . -

-
P

\
- @
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would not give up: :. - -
. . Let me again knock at some door
' . s, Let there by no hope, - “. 30
\\\\ o But the struggle must éontinue. /

' Pritam Singh finds this "ambivalence" of Misha s poetry somewhat distunbing, -
“but, actually,‘it may be the surest indication of the poet s honesty. nd2 " \
honesty has been the _Chief quest of the Experimentalists. “As to Migha's * . \

S quest for ‘some faith ch toa Pritam Singh corsiders a. weakness, it may be
~ ot pointed out that it may necessarily be an escape but part off a confrontation
‘&1..‘ / » ; .
l B N " N - \\\\g\ ) \ _‘
e ~ \ - - £ ‘\;.\“ ) & .
\\ . M \ X a \ .
~ ‘ \AA‘ ;é,l;{; . ’
v e 198 | , ?
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The danger in poetry too consciously conceived like Ahluwélia s is tha

it might bec% me a set of merely mental observations and, because of a concern

for~éepicting contegporary reality accurately, it might become a congIomera— \
ewéﬁrugly, fact's “observed by the poet. The intellectual - |

@oetry-ls certainly very high but, gene:ally, it is not =

the only element or ohé that Btands apart from.other elements and. thus proy-~

ing disruptive.| It deepens into a philosophical attitude and '’ ‘merges

with the emotional” and\sen * elements in the\poet s experience,.alf’these

element in Ahl wal.

,treatment, his imagery, diction aRd choice Gﬁ\subjécté\are such that though *
ai\eallty treated be\trﬁv 1l or u s the poem abou it 4s not. -
. - L . . . o

Partly because of th\ir~o
betause of the atmosphere creat d b

.Experimental circle were,also strangly to take a, closer "tqok at the -
cﬁﬁfemso;ari—réality fhan they ha;hgéhe\}é re._ One such\poe Jis So Singh -
Misha. kﬁ\ﬂasrat he outgrew.his earl for sociilgsm - buty '
unlike the ExpeximEntalists, he has not yet found a satisfactqry nswer to.

the problems of his situatio has Jbecome intensely aware of the’ formidable
character of theSe-problens an¥ of a léss of direction-in c0nfrontation with

[
S

hemo * R S

\ N - ’

. - - - ' & : ’>9/<—”" ~ _f -
s \‘Howip&tsh is the il ;5755»%T*i, o K )
' L All lamps arexdead ™ e o . . ST .
"7 - But for -the lamB§g\b;. R cer e \ R
Yot a single shaft: of ligh plerces through this ° R S
"~ veil of darkness, - . wo o e
- .But for the poor lamp post of-this crosslng\\\ A o e
How pitch dark is the night?, \
Is there any ember left in the cofner of a heart . ) N
K Who ‘knows the secret? . - - S

- » Feelings are dead. ! : oo T
Consciousness has fallen into deep slumber,

Cold and dark night is on all sides;
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- 1things, of -the world into the, beautiful world of his poetry, hé is also a true

S Bouchardon } the ‘sculptdr, onte excldimed, 'when I read Homer,

<
O

e 2 ‘ N
with reality, a search for an answer.based on genuine understandingél'?fitam, .
Singh also.mistrusts what_ appears to be Misha's sense of need, for poetic
inspiration as a search for a "short cut" to reality.. Bst thougH poetry c .
may not be ‘a "crow flight" a flight it ce®tainly is. Without *trdnsport, -
poetry s not poetry. And this quality in poetry comes by inspiration: .
+ K] - ~ . z

s I am a.colourlesg piece of glass

Jiith sharp*edées. o .o . .

Suddenly . e ; N
) . A ray of syn light - s ° ) - ;
' ""Fell on my body. ‘ o o

) _ Immediately, . ., - . .-

‘. A~rainbow was born, L, . 31" . L. .
A wonderful feast of colours. )

O

-~
O

)

A more eminent poet whose poetry has become ‘colored by the Experimental

influence is Jagtar. Even before this influence, the strong romanticigm of

fiis earlier days ﬁéd begun to come, to terms with the tragic,reality of life. .-
It sgem$, however,® that it was thé‘hgperimental emphasis on the here and  «w,
now -that hedped ta bring his poetry close to day, to day reality. But this _—
'has in no whay reduced the sublimity of his wfiting.' On the contrary, it .,
has ehhanced the earthy touch that was already there and madé~it glow with S
the light of his vision bettér thdn ever. ﬁesides being a maégg? craftsman, T

+ : : (4 < . > s
g wielder of the sure line, phrase, word dnd,soupd which enshrine the meanest

)

vigionéry, perh&ps the only oné amgng all the iiving Punjabi poets, -seeing
the face of beawty gleam through’ the veil of humblest things. That is why

his poetry can be sheer ‘endliantmént. Says Pritam Singh: . .-
- . ‘ - LA ,

. 2 ‘ .
‘"Reading tﬁfough his poems is an elevating experience., . . .

1 ieéllas if 3 weré 20 feet high,' His poems also lift a
: man m the ‘atmosphere 6f°despair and despondency and he
: sti?gé glowing with a zest for life. - While reading a few . ‘4
‘ . of.his lines, sensitive mifAd feels for a momeng as if, 0
\ + ,, he would -zoom indq the air. It is no meankédbievehent for - .-
w __a.poet. 132 . . -
TN '_‘ <

"
-~

A rather left-handed Compliment. ig .is because-Pritam Singh finds qutar's
quest and perception of beaufy- uspect,.an evadion of reality,.a somewhat -
fitile day-dreaming, hoping against e. But nourished ion Urdd poetry,
Jagtar knows that poetry is not poetr?gﬁﬁiess it plucks the mystery lying

at the heart of things and once that mystery is seen it- can be ‘nothing but

" beauty itself. .When the.@ystery unfolds, tragedy, suffering, igﬁsﬁTny as . ' .

N

N

.

erge irfto it.

well as the surface innocence and beauty of things all
beauty. It is <\

There is no ugliness left, no apprehension. All i

. ¢ this secret which Jagtar has wreg}ed fron?geali that énaBjlesVkim to stand.. g

firmly in the midst of general ruin éhd\opggg ion and sing of hope and
beauty in clear, unfaltering notes. To some- ecret has been : .




bequeathed to him by tradition. He is"a true traditlonist become fully' modern
largely under the 1mpact f Experimentalism., ‘That perhaps is one of the
. greatest contributions o? Experimentalism. For of all Punjabi.poets living
today Jagtar's poetry-is most likely to endure. In his poetry one finds
the permanent and contemporary, the unrversal and the particular, the, inner
and the outer, the pne and the- ‘many, the old and the new all fused intvo one..
" His almost mystic communion with reality gives to his poems a unity and R
truthfulness that often shine’through with undiminished force even in transla-
tiop. A few- examples will suffice. Here ig a description of -nature: .
R o ® .. .
"= There is &‘downpour of snowflakes
Even the lantern of the‘moon is "dead.
Human - hab1tat~bns, v
Fields ‘and meandering paths,
Are “all ‘shrouded,in misd
The treesy ,
'Who enjoyed the’ nude sensyous limbs
0f the moonlight for the whole night
Stand fossilized, - 33
- Due to _venomous stings of the monning breeze.
. ;
-For' a sense of mystery and innocencel see.
P G

.
1
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Says my tiny tot ’
Sun springs from the flower pot.

\W daughter declares. with a drum beat _
No, the sun rises in the East.

I rivet my eyes ’

On the flowers and the flower vasé
4nd my children's face "~

And surmise- ““34
From where. does the sun rise?: .

) a o -
ast of all for absolute certainty and communion with truth
Through chinks of the shut' door, - Lo
He saw in the courtyard: . ) '

Many coloured flowers were laughing

In the sun, scattering fragrance.

Thefir perfume’ like wind and revolt:
~.8hall not faint nor die -- pever!

The instant he understood

His face 1it,with joy.

*
i

" On the other wall
He wrote again:
My eyes, brain, lips'
‘Their bond with 2




\’ At nlght - e ) "- "( .-' “ e .
\ ) Entering through the dooi chinks e S e -

Ibonllght walks wlth me’ earlessly. ; N R AU \
e 'Y . At daybreak - e ..
- .. Not caring for the watchman's gun - : . . S,

T Nor the clatter- of his-hob-nailed’shdes," L S

T o Thé chirping of the unseen'blrd : * o Y. \

Announces: . : ’ . e
L] 35- . .

N The night is over.” . .. - SN
[ IS . ~ « N P N N .:. ;;..'. ) AN

Experlmentallsm has also had the effect of 1nten31fying reallsm
of Haribhajan Singh, another maJor poét of the post7Mohan Slngh-Amrlta Pr¥tam
- generation outside the Experimental circle. Thls leaves only\one ving
* prominent poet of this.generation,- Jaswant.” Slngh Nekl, akmost: untouiched by:.

New Poets' concern ‘for contemporaneity. New“POECrxdhaV1ng thhsxbecOme all }
ervasive, Ahluwalia's Punaao@?therature ir Perspect@ve rounds out and
. +pr yldes a systematic summation of its’ ratlonale.-uThe ratlonale 1s baséd on g
* vmeW'of Marxism different from the earller, orthode \1nterpretat10n on which
the thedry and pxactice of pragtzvad were baseﬁ "Orthodox .eOF "classleal“
e Marxism saw in the d1alect1cal~ thtorlcaI pfocess posited by Marx and*Engels

p3

.
.

k3

13

a mechanistic duallsm of categories, a relatlonshlp between ."mind"’ .and "matteﬂ'\\

in whixch, as categorles of* reality, .thdy were, mutua11y~0ppos1te and excluslve.

Thls duallsm is what led to the "concept of the, primaty. of matter over mind." .

Accordlng to d1alect1cal\log1c (which. tradltlonal Marx1sm despite its claim
- . fails to grasp-and apply) t categorles of subject “and object under which is
+ . realized thé. epistemologic dif nt1at10n of reallty are mutually oppdsite
' but not mutually exclusive.'35 There ‘us~an essehtial un1ty underlying
" .the d1alecticalvprocess. - o *
N . ' e [ L
"In. other'wor the changlng ﬁorms

N N T p
o D PR L P ‘ i >
f the-dialectical" ‘ g

EY

AR - unity of ‘the* subjectiv tive have.their -- )
L oo ) corfespondence and expression in ‘the changlng sategorles .
) of thought. in tetms of which’ reallty (qua becoming) is . .
cognlsed N , , "

- Ld . .

. . o
. 4 * . > ' &

A category as such turns out to ,be a unity of the mode ‘ ’
e » of cognltion ahd the mode of belng of 'reality."36 R .
¢ 3 ‘ L)
Th1s lnvalldates the ' concept of matter as a substratum for the categorical
N ’ (sensory) qualities. . . and "the concept "of cognltlon‘as a pasgive,
mirror-reflection form. . . So #in essential Marx1sm . the economic .
'base' does not operate ag a Aetermlnistlc 'cause’ w1th the, ax;ologlcal o
¢ superstricture as a passive effect. There is ‘rather ! 1nteractlon between
the two complexess . . ." Interpreted thus, Marxism, ‘as’ "a'gruly ,dialectical-
historicist phllosophy in ‘tune Wwith ‘the. modern, dynamlc conceptlon of reality"
. is essentlal!for understandlng modsfnlty. "Marxism minus mechanigm is -~
- * modernity; modernlty minus Marxism is like a.body without soul."37

. .. oo
‘ N

’
Aruitoxt provided by Eic: -
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Viewed in the context of a wunified dialectical historical continuum,
modernity is different from and opposed to tradition but not divorced from
it. Ahluwalia distinguishes between "tradition" and ' 'traditionalism' as
he expounds their realtionship with modernity. * Modernity or
sensibility, he says, is ''that qualitativeness of the Sent which is -
liberated from the deterministic Hang-over of the paSt.'" Traditionalism is
"the pastness of the past exercising determinisgfc influence on the ‘
present." '"Tradition is that Bergsonian inhefence of the past intd the
present which without robbing the latter of its novelty and freedom\makes
time a durational continuum, a dialectically synthetic becoming Ldoked
at from this angde there is no contradistinction between tradition ar d
medernity.,. . ." (italics mine).: |

Ahluwalia also defines ''contemporary sensibility" as distinct from
modern sensibility:. . )

"In ‘the process of the present liberating itself
from the :deterministic influence of the paét
(traditionalism) there comes into being what ‘may

be called contemporary sensibility with all the
consequent self-contradictoriness manifesting itself
in its bivalency towards the p st and the future
that is, towaxds traditionalism\and modernity "3

The nature of modernity in specific terms is is:
g ]

"Modernity as differentiated from both the traditional

and contemporary sensibilities is philosophically

speaking a temporal cqnceptiop of reality which has .

been through different stages replacing the old static

view gince the 17th century or so."

~e

Referring mainly to modern Western literature, Ahluwalia points out the .
modernistic and-s traditional elements in the contemporary sensibility. Modern
civilization, he says has completed the process of seerence of man from
nature, the, 1nd1v dual from society, the subjective from QbJective."41 This
has led to a general sense of alienation which is the main feeling reflected
in modern literature. Ahluwalia Jviews the situatiod from two sides:

Inductively, - + . contemporary literature sho\§ . e o
alienation, and loneliness; split—personality, dissolution
of stable ego or mind into stream of consciousness°‘
Freudian deterninism of the unconscious; relativism of
values; dehumanizing effect of the machine-~civilization.

Deductively, modernity is a new conceptual frame of

reference involving the dynamic conception of reality

in terms of which we can explain the above characteristics °
as possessing a unityoin diversity.'




° * . -
- .

The most characteristic feature of modernity-is that, because of its temporal
conception of reality, it pinpoints "the concrete-in-time" and negates "the
being of the timeless Absolute which as such comes to be treated as merely
an abstraction from the particular." Hence "the tendency towards revolt, on
part of the individual, in modern Titerature, against all forms of the
Absolute: God, the State, the Party .or the stereotyped collectivist attitudes,
values and behaviour-patterns."*3" The nature and function of symbol in modern
literatures+harmonizes with this commitment to the Self-sufficient reality and -
unity of the empirical world: ) [ ©

“In the epistemologic act, a symbol performs a unifying,
" integrating role in organising the contents of perception.
Though -the epistemologic function of a symbol is of the
2 rriori nature, yet its origin is empirical. In fact a
symbol is a polarity of g priorism and historicism 44
/ B - P ) 4 -~
The concept of the stream-of-consciousness is also a reflection of this same,
characteristic commitment of modernity. The basic implications of this concept
are: : . .
13 N 4
“"First, there is.no mind qua’ being as distingt from its
contents, i.e. consciousness. Secondly the contents of
consciousness are not per se chaotic, discrete, unpat terned-
or inm-other words atomistie in character.’ Thirdly,
consciousness is not a product of the action of the

a rriori super-sensory forms on the sensorg contents. Con-
sciousness is of the nature of becoming."#

-~ ,

“ .

- . N
-

Ahluwalia notices that the deterministic hbld of traditionalism is still
very 'strong in modern Indian, literature. Though the chapge from feudal to
capitalistic economy has started some new processes cont@ining elements ,of

- modernity, the overwhelming " tendency in them has been to ards trgditionalism..

ERI

Aruitoxt provided by Eic:

Ahluvalia at¥ributes this - to three main fac . First, thg extreme\conser—_
vatism and-the "absolutistic tendency” of the Indian tra ition inhibit .
individualitycaad humanism, the essential elements of mod rnity. A wid%;y

pervdsive :obsessi¢n with "Iddianness," engendered mainly by a sense of - ..

nationalism and expressed in the form of a quest for uniermity in all Indian
literatures and cultures-minimizes the uniqueness of each lof them thus ' -
abscuring Ehe‘importance of a“~confrontation with reality Jﬁthout which® there
can be no modernity. The tendency £o !impos€ an arbitrary uniformity on the
variegated complex of Indian culture and literatires reinfofces the influence
of traditionalism because it seems to provide the uniformity that is sought.
Thirdly, the "growing machine-civilization" also has-an absolutistic tendency
similar to~that of the IndianftraditiQnA',It“has, ‘therefore, been very
difficult r ‘the Indian writer to be free from the deterministic influence
of traditionalism, to be his/her own self, agd estabiish "a positive new
“equation between tradition and ‘modernity." )

.
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. *In moderﬁ:Punjabi litetature, the first major poet, Bhai Vir Singh,
. though he addresses himself to the contemporary reality and thus reveals .
a partially modern sensibility, remains predominantly fraditional, seeklng
. an Absolute transcendentil reality as an answer to the problems of the’

* empirical world of the seﬁ/gs'in the form of what Ahluwalia calls a ‘ 4
"mysticism of the senses." Progressivigf, though consciously concerned )
with liberation from the ‘past, also remained traditional because it adopted
the modes and sedtiments of romanticism:

"This romantigAsm was, in fact, a libératiowwithin o i
‘ . craditionzligh and not from craditionalism. As a :
result of this, in progressivism we see the same .
- quest for thd Absolute with «He only difference that
the Absolute now appears as the Party, the class."46 -
| ' In criticism, Sekhon started a ''rational, logical mode of analysis and P
. evaluation" but his method, being rooted in the traditional mechanistic '
l view cf Marxism, has also become dated. The same 1is true of the critical - .
| work of Kishan Singh who is much nore rlgorously deterministic in his approach
than Sekhon. +But the contemporary situation demands that the writer should
free himself from the old deterministic conceptualization of reality and see
an its diglectical unity the emergence of the present in all its freedom with
the past. In this d1alect1cal unity, the writer should also see his own
active relagion with reallty and become a consc1ous .instrument of, change.
It is Ahluwalia's ¢laim ‘that. the New Writing by reflectlng and fosterlng such
a relatlonshlg/between the wrlter and reality‘'is carrying Punjabi. literature £
towards ' radical modernity." To attain this goal, he warns, llterature must . 7
treat the'contemporary &xpewience as one "dialectical whole' and not Tsépmenited
"Bourgeois Experlence Proletarlan Experience, etc. considered as mutually
ewplu31ve,categor1es. The "inner differentiation" of this expetience "would
soon give way to polarization . . . between radical’ﬁodernity and traditiona-
lism." Ahluwalia considers the Naxalite terroristic writing as an already
apparent progectlon of the regressive forces in superf1c1al revolutiomary —
o cylors.' "What is needed today is: Radicalization of the literary activity
* and not its p011t1c1zat10n ‘ .

- In Punjahi Litizéturq iy Perspective Ahluwalia‘has performed, by a .
. marvelous philosophigal-critical feat, the formidable task of establislhring
' the writer's freedém and responsibility in today's world. The most interest-
ing aﬁgpirucial aspect of the book is the author's clearly thought out point
of view. This. is what'gives ynity to what is, otherwise, a collection of
separafe and somewhat repititious. papers on topics of related interest:
Ahluwalia's point of view is the most logfical and systematic in the history -
. of Punjabi criticism. Yet it prompts one major criticism if only by way
- of caution. Though Ahluwalia's commitment to a Marxian view of reallty
is justificable both betause of the significance of Marxism in the modern
' world and its profuse appllcatlon in recent Punjabi litgrature, yet .one cannot -
. help n ing the potential limitations and dangers ‘of this commitment. First,
being doctyinaire and dogmatic, this commitment can curtail the writer's R

'EMC' N " . . . R .
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freedom in a manner almost as deterministic as the one Ahluwalia sets out
to free the writer from.: It must be pointed out .that both Sekhon|and Kishanm
Singh also ;%Egggize the' artist's freedom and responsibility within the .
limits of £he” dialectical process as they seesit.” Moreover, in Sekhon's
own creative writing this freedom is almost unencumbered by dogma. Secondly,.
a strong preoccupation with the Marxian view of reality«inllitepary criticism
.- tends to reduce literary creation to an act of mere cereberatior. Though, L -
- unlike that of many other Marxists, Ahluwalia's approach is philosophical . )
" rather thén‘sociologiéél, the philosopﬁical\perception|of reality cannot be .
. a substitute for, literary creation: Surely, Ahluwalia is aware of this fact.
‘The déﬁggr, however, of a phiibsophical perspective on reality peing equated’
with a literary treatment of it is very much there, especially when the )
philosophical perspective becomes too dogmatic. -It"4s as a means of evoking
the modern writer's sensibility rather than in-han&ing it out that the valu o
of Ahluwalia's -critical work lies. Viewed in this light, he carries on ar g—s\
profoundly expands the work of his predecessgﬁg, Sekhon and Ki;han Sing ‘4

- ) 4 ,;-c ;
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URDU POETRY AND ITS ADVENg IN ENGLISH* ’

. . Surjit S. Dpulai
. ' ¢ v

Some Thoughts Evoked by Ahmed Ali's The Golden Tradition -

)

. /

< L] d
Just a few years ago, Annemarie Shchipmel, in the foreword to Raibh

Russell and Khurshidul Islam's Three Mughal Poets still deplored the Western

lack of .interest in Urdu literature. She wrote, ¢ ’ - ’

rd

’

The names of Khwaja Mir Dard, Mir Hasan, Sauda and
Mir are some of the most distinguished and honoured
on the bead~roll of Urdu literature. Thus writes
Ram Babu Saksena in his History of Urdu Literature,
1927. He is no doubt right, but unfortunately the
names of ‘these great poets of the eighteenth century,
not to mention many lesser writers, are almost

T poms}etely,unknown not only to the average.Western ' '
reader but even to students of Islamic culture; for
the history, espelially cultural history, of Muslim
India has been deplorably neglected by Western

scholars during the last two centuries.l ,

-

The neglect of Urdu literature by the British Orientalists during these two
hundred years was particularly grievous.

The only real specialist in the field of Hindustani -
literature during the mnineteenth century, was the
Frenchman Garcin de Tassy . ... who started teaching
Hindustani at the Ecole des Langues Orientales in
Paris in 1828, and published a large number of trans-
lations, books, and articles on the subject.? ) '

Work on Urdu-literature began to appear in English mainly because of the
efforts of Indian scholars. Some significant scholarship came out in the early
. part of the present century, e.g., Ram'Babu Saksena's History of Urdu Litera-
ture.3 'Still hardly any English scholar took a serious interest in literary °,
Urdu. 1In fact, "relatively few, people in the West felt any great interest ip, ‘-
India and its culture .”". . in those days." This in sbite of the monumenttzl -
work done in the éiéhteenth and ‘nineteenth centuries-in other areas by the
great Orientalists from Sir William Jones to Max Mueller and the.moré recent
writings of E. M. Forster; Edward Thompson and George Orwell.* 1n 1920 R. A.
Nicholson did translate Igbal's Asrar-i-xhudi but did it«because
in Persian rather than Urdy literature.d N

<
<>

/
of his interest
Westerh, -especially British and

*This is a review artidle on Ahmed Ali, The Golden Tradition. New York’, NAY.:
Colu@bia University Press, 1973, - 286 pp. . _ - /
< . - e ;
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American scholars began to tafe a serious interest_in the culture of the Indian
subcontinent only af r iss 1ndependence from Brit1sh rule. . Since then even

culture. Quiteoften, the native and foréign scholars have worked in close
collabofatifn. Still, in the area of literature, it has Jbeen only during the’
last few years that the efforts of these scholars have begun to bear fruit.
-But the cllmate has def1n1tely changed SO far as Urdu 1s concerned the last

reotly "concerned only witH Ghalib's work, besides produc1ng a large. <crop. of éf
Criticism and translations/of his werk, in English, also acted as an impetus for
Urdu studies in English in generad Although - in spite of all this activity,

» even the entire work of Ghalib if Urdu has not yef been, translated, the present
pacte at which the work of introducing Urdu literature to the English-speaking
world 1s progregsing is very heartening. A number of very able and dedicated
Scholars from Amerlca, England, India and Pdkistan are eﬁgaged in th1s work; ..
Ralph Russell, David Matthews, C. Shackle, C. M. Naim, Carlo’ Coppola Aijaz Ahmed,
Ahmed A11 K. N. Sud being some whose names come readily to mind. The most ;
important part of Urdu literature, its poetry, has begun' t8 be available in
English translations, of such quality and accompanied with such criticism as enable
the English readets of fine taste to experience and appreciate the.spirit .of the
original with fair precis1on. - \ . . C

Ahmed Ali's The GoZdén Tradition is the most recent outstanding conﬁripution
in thi's’ process of transmission. It is also perhaps the most useful.” For the
genera reader, who is not necessarily dnterested in learning Urdu and. reading
Uz du etry dt the' o iginal, it comes very close:to providing an experienge of
the original. ‘The b6tk, especially its cr1t1ca&“part, is kqually hélpful in %the
appreciation of poetry read even in.Urdu.. Abmed Ali has gathered 1n one place

///r?presentative selections from the best‘poets ‘from the seventgenth to the

neteenth cerftury accompanied with the baslc information about the history 4nd

ngture of Urdu poetry and some Profound insights ‘into the work of Mir and Ghadib
,in partlcular and.into the nature of Urdu as well as.all poetry in general.
Although Ahmed Ali'S\work is a Continuatién of other scholars" and it .ofte
incorporates and syntiesizes theig,workg the book itself marks a watershe
J'study of Urdu poetry~\in’English. Being at once a basic dnd a sophistica
introductory, but not. uperficial, work, equallyouseful for pedagogical urposes
and for general reading/, it bids Tair to become the 'point from which fyrther
studies and transl tions are likely to proceed Promising hus to*b
central importance S the! study of Urdu poetry in the West

attentien of all scholars interested in Urdu. T e e

— - = =

s -
‘

'

Since The' Gol radztzbn $eems to mark a cruc al Juncture in the history
of Urdu studies in Engllish, ‘it seems fitting that, ds we take a closer look
at what it accomplishes) we should also look batk to, some "of the causes.which
had hitherto hindered the advent of Urdu. .foetry in the ,Western world. This is
called for if only to rejoice and share a feeling of triumph with all lovers of
Jrdu poetry. Suco retrospection hovever, is also needed because of its value

I
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TYN as a sourde of guidance for future work. - For while indicating the problems

\
),\_ * sy that beset a-'scholar in this area, its bug-bears as well feal difficulties,
LoD vie can also show how they. have been or ust be coped with,
h We may.begin with a factor that ﬁpgt ébmmonfy yndermines the inferest +in
’ e e translation of<all poetry, namely, the fotion ‘that<pogetry is untranslatable. , v
* The notion. is at once the hobgoblin and a valid dictdm of literature. One hass:.
: tq Hpree with- Valery that a poet is never cqmplétély understood but by his owr
pedple!, but this does not rule out the possibility of transmitting a sdignifi- . Co.
. gent part.of -the t¥tal experience of a *poem £rom® one language to another, - \\:N\“rL\N
Sdme of the world's greéatest poems have survived transfétion.'~Fr9m the )
.- evidence of those who .know both the langua§esfinvolved, we know that An many .
/. ) cases, the translation has come remarkably’ close td capturing the experience
%3t the original. "Although much in, poetry may be lost in _tpanslating on "the

' wholéj it may be safely assumed poetry that is good enough. to survive in its v

9 - N ~

. .

own language shall also survivgfin ggpd_tfénslation.' .

In the tase of‘deu~pqetry, the argugent about “the difficulty of transla-
~ . tion -has often been particularly overemphasized. The strict conventional |,
. forms and modes .of expréssion in it have been cited as 'insurmountable barriers ° -
. to mQanfngful-trgnslation because it gﬁ«eitﬁﬁr assumed that it is impossiblgmg ‘
" +to. repFicare them in‘another ;language ‘or that %; is impossible for the foreigner
to’ appreciate, them. Tbe_fq;ce.ofvconvention in,tQi form, "imagery and style ‘.
, ~of Urdu verse_is admittediyﬁuery strong even to this day but the same is true *
. of classical ;E?sian poetry ¥hich was translated qditeubeautiful}y long before
” .. Urdu. If the translatiop' of poetry *is accompanied by, an explanation of the
#., _.conventiods “and atmosphere of its tradition, the rigidity of convention ’ ) tox
is no’obstacle to appreciationy by forgigners:’ .In fact, it@hay be a positive
advantage. Ahmed Ali, following the{kﬁ@od of other schol?ré{‘such ag Ralph .
- Russell, David Matthews and C." Shackle, has in.The Golden Tradition, effectively
.describea the Eonﬁgnt’”ﬁs of the world of Urdu peetry with special emphasis Y- °
o . i ghazal. This/zgs enabled him to communicate the experience of~the ™ '
" original ¥ith least’deviation from'literal translation. This also makes usé—
. ful*and acceptabde. his frequent, use Of e in correspondence to the original. ,
< Ali, alfine literateur writing both in Engli rdu, has boldly yet T

' ‘ osensitively—captuped“the gpbtlé’nuances of Urdu ppetry:in 1s translation: . »
. e e N -
. . | - &

. .

~

7 The main real reasorn for the neglect of Urdupli;erature by the ﬁng}ish'
! ' during the nineteerith ce tury was not the\difficulty of translation but an

o . attitude of mind that. hag come to be described as the "Macaulay spirits" In- _
ce Ralph Russell's words, 4t was a .time e\ .. e

S - N )

N . when Englishmeén were proggundiy conwinced that in - .

o T -cContempdrary Ergland hum civilizatdon had geached - R X -
its highest develophént, and that whi e furthel pro- ' “ . BN
gress would coatinue aiong the lines which England = - n e
had. laid down:, Englisttmen now had littid.to léarn o ‘ SR
TN o from the past or from:-othér nations less ) T
« God. .ﬂ.°7z ; ‘

-
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There are many symptoms of this d1vorce from reallty.\\gze%:f the most

1{1

‘creatio) of Paklstan it has also been considered the natlonal language

-and northweé Qrn ‘India went into its making and it--came close to -being the ~—

Thls att1tude\cont1nued to become harder throughout the century, f1nd1ng its
most well—known exprédsion in“Kipling's celebration of the "White man's
burden'' *about the -turn of the century. *So Indian culture, especlally that of

the contemporary perlod did not arouse any wide or serious ipterest among the
Engllsh w T s

. @
v

Though the rulers blgs was often expressed in }deologlcal terms, as a
profession of a missionary obllgatlonwto~ iviTize'! Indians, it was actually
largely an ethnic %rrogance engendered by their pglitical déminatién’ of India,
When, in the twentieth centufy,,ﬁhe Ing}an agitatiomfor independence gathered
strength the, English became completely estranged from~Indians. Their only:

ion with Ind1a was their polltlcal dom1natlon of ., 1t. Once that was-

. -

: RS — \
All ts-dis Well " redundant to bring it up T —X
here but for the fact rha here . still. ho*efs, in. certain quarters of’Western
scholarship about the IndTwSubcontinent, the shadow of the "Macauley spirit."
Since Indid and Pakfstan's indoPe dénce, the greatest interest in Indian -

studies in the West at least’ quant®ively, has been here, in Amerdcat«nThe
overwhelmlng emphasis of’ the American &¢holarly interest in India, howev % has
beén on sociological, economic and politidql studies. The underlyirg “Bsycho-

Elogy\has been one of studylng the area to fIRd the causes of its -'backward- .

ness" in order to be able to help in its "deve opment ' Generally, there has

been’ very little concern for a: knowledge and appyeciation of ithe spirit of* its * ~

‘people. ~This'is a sad and incongruous phenomenon considerlng that ing the West
"it has long been a\matter of common knowledfe that the soul of a eople resides.

in dts culture and txaaltlon s existence has a qualitative significance

W Fto—be-undenrs ood"and apPrec1ated must .be approached in human not in
mechanical, quantitative'terms. The tendency in American studies of South Asia
has been to apz\oach its culture statistically, to-understand it from the out~ -
side without coming into ﬁﬁucﬁ\wlth the essential experlencetof that culture.
Thererore, art and literature which.require an inner involvement with this
experience have not received enough attention. Moreover, whatever work 1s,

“done on these aspects of culture,.because‘of .the preva111ng climate, is

of ten affected by a proclivity towards mere informa ion gathering and not_
congetmed with full -appreciation: The lack of r 11 contact and involvement

with experience captured in art_is not uncommon. \*K\

]

!
se ‘».s, and that which concerns us‘:here, is the failure to cogn;getfully
11

ﬁth/' Rignificance of Urdu in, Indian culture. Urdu has begn gene
“as a ommunal—reglondl language, the langudge of the Muslims all~o
subcon\inent, particularly*the Muslims of Western Uttar Pradesh. Sin

reated -

-

the \
the

Pakistan.\ In reallty, hav1ng developed around the royal dourt durlng the
Muslim .rulg, Urdu had a pan-Indian 1mportance Wide ranging llngUIStLG ~
and other e) ements, native or derived, that were part of the life of north ~\ .

. “;
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.fdational language of Indian'cultubé. turn, “its ﬁhflhence‘on the regiona
" - . languages of northern Indfa was ver d, in spite of |its eclipse as
the virtual.lingua franc# of norther hat influence contihues to | *
this day. To ‘txeat Urdu in regional-communal terme-d
least until the ¥nd of the British rute i tial quality, its -
repreésentativenessas a language and~1fterature™ S The regional-
N s . RO L v . . .
gpmmunaiggpprqach ro'Urdu clearly Teflects a tendency to¥see Rt from the .
.~ outside ounly,.a failuré’to™be in touth with its spirit.
. ‘ ~ .. , x S - v N s . R . R
. It must be admittedthat Indians and\?aki tanis themselyes ar® consider-
ably to blame for starting this delimiting'dttitude towards Urdu. “Everyone
knows of the Hindu~Muslim tenéibns~whith led %o théﬁidentificagionwof Urdu: -
with MuslimSu"AmidétNthesewtensiqns,'when any reasonable Muslim scholars .

" Pointed out the broad Indiinness of. Urduf%&héyﬁwepe'suspegtgg of communal
aggrandisement and“if any Hindus saw in Urdy' g ‘sefficn Indian.teritage, they
were gererally ignared.- _But.'without foing, info-political aspects _of the
divisive influences oR the&-British® pr&sence in India, ong cah ‘see the ultimate
identification of Urdu Wit 'EEE\MQslims as resulting(from'che early and

* continued Bfitish gﬁilure to\establtshka real® contact with{the Indian culture

&
=

‘and with Urdu as %5 mediu In course\df time, the British gefusal to -
recognize Indiafculture and e\ ir ‘propajation of Westexnizaton begin to
A\g}ienggg;ggdi§g§ themselves from\their own culture.. In ‘the prevail;gg O

atmiosphere, it was very difficulNdr them 50\ be aware of ‘their real cultufal
" identity. . When they began to seek \t, as t did towards “the turn of the
Presents cehtury; they failed to percdfve it c%%fecgiy. They generally .
associated'it,,therefbre? with the mos sily noticed featﬁre‘that{distinguished
thei¥f Tives from others, their religious\affiliation So Urdu literature, which
. had developed under MusIim rulers,_came td\ be seen as the heritage of Muslims
ban..fIhemfdreign Islamic elements of Arab}¢, Persian and Tutkish origin
wer * given ggcessive\importange,id'Muslim culdyre and in Urdu at.the expense of
“the.r Indianness. In fhe same manner, the contegpora®ty Hindw culture yag
seen as dating from the pre-Muslim period, the, haly
bifng considered basically an extrandous episode in “their culturalhistory.

There were man§7 other factors mich,ca-usec\l or aggravated this: cleavage
. but the general inability of the fofeign'rulers, as well as the subjects, to
fecogﬂize or be in touch with the living reality of Indian culture was pe
the most~ﬁeghal of .them all. The! insulation of the British frbm’ih ia XMas
complete that ‘even the great Orientalists. remained aloof from its
" redlity. They were interested only in its hoary past.. Their bl :
reinforcdd. the tendency towards Hindu-Muslim separatism. In fdct, to.a degree -
it-was the Orientalists' enthusiasm for the past glories o Indig and~ Islam , .-
’ phaf\pbsCured\che present common culture o Ingia and créated the gulf between
uslims. Had they become interested in c temporary India too,
they could not failed to see the beauty of Urd( poetry reaching its
cu%ﬂ&natidn'in their o ime. , They would..alsg ave recognized it as .
the common, heritage of all Indd ns, the rich Harvest of centuries of labor .
and agony of Yacial and cultural a 'milat'op,‘spmeth;ng to be cherished as a
most precious possession, their truly "Golden Tradition." ' ’
. 'y L,
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"A most perceptive and’touching comment regarding the 51gn1ficanqe of Utdu
poetry occurs.in E. M. Forster § A Passage to India. Aziz recites poetry?

~Its eTTEfT‘“h him and ‘his company is described:
. A&,/ "
He.held up hlS hand, pelm outward, his eyes began to glow,

" his heart to fill with tenderness. Issuing stillrfartherx\\
from his quilt, he recited a poemaby Ghalib. It had no <
connection with anything that had gone. before, but it came
from his heart and spoke to_theirs. Théy were overwhelmed
by its pathos; pathos, they’ agrz\do is the highest quality -
in art; a poem should touch the heareé with a sensé of his
own weakness, and- should institute some comparison between
manﬁ?ﬁﬁ and flowers. The squalld Bedroom grew quiet° the
silly intrigues, the gossip, the shdllow discontent were
stilled, while words acgepted as i tortal filled thé
indiffereént air. Not as a call t0/battle, but as a calm"

. @ssurance came the feellng ‘tha't .India was one; Moslem, ..
always had been° an assurance thaf lasted until they lookéd

" out of the doot.- Whatever Ghalil had felt, he had apy-
how lived 4n, India, and this consolidated it. for them. he
. had. gone with his own .tulips and roses, but tulips and .
§ do not go.  And the.sister kingdems of the north --
rabia, Per31a, Ferghana, Turkéstan -- stretched out their
hands as he sang, sadly, becayse all beauty is sad, -and o
greeted r“ﬁlculous .Chandrapore, where every street" and house . .
was divided against 1tself nd told her she vas a continent
P %and a unlty. /

-
’

po€try. The minds of thé/mthers were inferidr and rough.
Yet they listened~with pleasure, because literature had
"not .been divorced "FToi their civilization. ‘The ‘police
'1nspector, for 1nsta9ceg did not feel,that,'Aziz had
degraded-himself by rec¢iting, nor break into the chee
- guffaw witB®hich an Englishman averts "the infection of
" beauty. . He just sat with his .mind empty, and when.hls .
thoyghts, whlch were/mainly ‘ignoble, flowed back into"it" . N
thé&ﬁﬁad .2 pleasant freshness. The _poem_. ha& done no 'goodﬂ e
awyone, but it was & passing rem1nder, a breath from .
s of beauty, a nightlnglae between two r{/
Less explicit than-the call to Kxishn
i voiced our 1 ellness nevertheless, our 1solatlon, our
need for the Frlerdwwho never -comes yet is not entlrely E
“disproved. 8 . ’

'Of the company; only Ham;?ﬁllah had any- comp¥ehension of

being Hindu.
Urdy poetry*
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- .o The- Poet is . . .'not merely vates, a creator building
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seventeenth to the nineteenth century found in most antholbgies, he ié*fully :
aware of the much wider range of Urdu poetry. According to him Urdu poetry
began much 'before Asiir Khusro and its ‘circle extended far beyond the courtly
writers. It. included poets like Kaﬁir; Mira and Nanak. That tHe aptholog A
is limited t® the period it covers is no disadvantage, because thg_transiﬁion

wants to present the culminating phase of Urdu poetry, its qlassicangqriod. )
Though many ¢aspects of form and style of Urdu poetry are decidedly of
?oreign,‘chiefly'Persian, derivation, its content is characteristically .
Indian. Even the borrowing in form and style mingles with its.ind;genoué
counterparts, thus producing uniquely Indian modes of verse and expression.
This is. true even of the most conventional verse form, the ghazaZ.’ Ahmed Ali,
while tracing' its origin. from the Arabic ‘poetry recalls: "The word ‘ghazal’
means the ‘agonized cry of, the §azelle'when it #s cornered after the chase and
realizes that the game is up." . This reminds one of an observation of Emily

. Dickinson's: "The wounded deér leaps highest, T 'have heard the hunter

‘tell." Though Ahmed Ali séés in the original medning of “ghazal" the
"sentiments", of sadness-and grief," it seems to have, especially for Urdu -
ghazal, an even greatér significance when seen in another light.” For the
"ery of the gazelfe" instead of being merely expressive of anguish and grief
may be séen 8ignify an utter confrontation with reality, In this sense’
the ghazal-fiay be considered to embrace all intensely félt‘experienqe. And
this, Ahmed A11 notices, *is-what ,the Urxdu ghazal dbe§ as ‘a whole. Though

s .
» . - . .
) ' ’

. predominant sentiment rémained amorous andiaesthecic.. s o

" otheér experiences of man, philosophical, social, politjcal | ¥
, @s well as sensual and mystical, came to be expressed - through Y -
this pervasive. form, ! ‘ ‘ ’ V4

.
N B Fa

It thus becomes an appropriate.vehicle for the experience of tﬁeMQrde poet,

- . .

& .
<2 things Gut of nothing, but, one who, is a representative
) of his age, who has an awareness of the age, like ‘Mir )

and Ghalib, for his vision takes everything in its -, -
purview, looking at the same time below and -beyond-the

perceptual reality into the eternal-source of béing,_
“and all that which lies w%;hin'the experiehce of 'man.1l =~

a ) N ’ ’ » . . ‘.

"It might-be assumed ‘that the, rigid conventions of Urdu gPazal, whether
bogrowed,or developed by itself, would ggmpe% the poet ih his attempt to
capture his.expexjence fully. Actually, thesxact reverse is true... Instead
of being .an obstzzTé\ig\igzldelineation-of reality, the conventions act as
the very means by which ity is.grasped in all its fullness and Intensity.
This is perhaps the most uniqire.feature of Uritu poetry and the secret of its

power and beauty. The reason for "this is that the atmosphere of the ghazal !

is an integral part of the life in which it is created. ,Its manner, though.
conventional, is not an arbitrary thing but genuinely related to' the life "of
feelings. 1It, therefore, evokes this life with tremendous vividngss and

power: . . o .

A e . Y . -
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‘— Because the ghazal is all-embracing, the emotions assume
| . -" the form of associations and so .become fruitful, d1ffer1n
. T from conventions. It make$ use of analogies, which have
’ been generally looked upon as similes -~ the rose, the
| cypress, the bulbul, the moth//the candle,” etc. Analogy
| puts things side by side, and this enhances the feeling,
‘ and the beauty, so much more. But the good poets,. in
Shelley's words, 'unveil the permanent analogy of things
in images which partic1pate i the life of truth .-. . being
- ) the echoes of eternal music.'"l 4 , f

S,

,

-

The ghazg}'often unveils the face of truth in this manner.
. ~
The greatest ﬁrdu poets were able to write poetry of such high order not

only through an original use of the conventidnal resources available to them

but by inventing and adding according to their peculiar eltuation and exper-—

ience. Thus tradition.continued. to grow keeping pace with changing times.

All genlune poetry, of an.individual poet or an epoch, hdas its own unique .

character. His ablllty td preserve this uniqueness of style and vision in

. bis translations and to impart an idéa of it in his commentary is Ahmed Ali's
great achiévement in The Golden Tradition.
- % S ‘ :

Quite appropriately, he gives by far the greatest attenpfbn‘to presenting the
work of the two greatest poets, Mir and Ghalib. Thelr poetry is seen in its
. relatidn to their respective times. Mir, living in an age of eeEHBETUF=sgﬁlal s
and pol itical decline and turmoil, coped with the grief and sadness of life
+  ‘through his inner st¥ength, the "heart " and perhaps becaise of this strength
his profound view of life appears to be simplicity itself. The cadence and
diction of his verse are also similarly deceptive and simple. Actually, it
. is the simplicity of magic, the magic of his emotional intensity working at 5 .
the white heat of inspiration. Ahmed Ali observes: '
/ - . )
Mir is 'a supreme magician who could prove the unproven, and unprove -what
to human beings has seemed for ever real: ‘ -

¢
- ,
- . . ‘. ‘

'One evening I walked into the shop of those who blow the glass

P ' And asked: O makers of the cups, have you perchance a glass
. . |re g -
Shaped like the heart? They laughed and said: Thou wanderest
in vain, . -

O Mir; eagh cup thou seest, round or oval, every glass,
Was once f heart that we have melted on the fire and blown
. ° " ‘Into a cup. That's all thou seest here. There is no glass.'

a

13
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Ghatib's poetry is more complex: *.
It is the product of a civilization standing on the L.
. brink of change and conscious of it. The quality it : :
displays is a personal one, and Ghalib's personality .
is complex. The nature of his experience was, therefore, . N ‘

\

'




varied and concentrated. The stamp of his individuality
is present in every line he wrote, so that he founded no -
school nor léft an heir to his rich tradition. Only a
mind like his could feel and express.as he could, hammer
out plastic images frém a piece of steel red hot on the ! : RN
anvil.lé4 - . :
Faced with the enigmatic reality of his time, Ghalib coped with it by force of
his "intellectual integrity, the boldness of his imagination and the metaphysical
depth of his thought."l5> pe is*primarily a poet of ‘the intellect, not of
emotion: y ’ ' -
There is no room for sentiment in his poetry. His
approach is through the mind. . . . His poetic
experience was intentive, or intentional, in Jacques
Maritain's phrase, having a tendential existence,
presenting an gbject in Ythe idea of it. Hence the
intellect played the substantive part .in his poetry,
which has its source in the preconceptual life of the
intellect. The experience presented in words is
symbolized; the émotion is raised to the level of the
intellect and transcends itself by becoming that which
itcomprehends imaginatively 16 ’

’

Ghalib's experience is so complex and the urge in hilt to grasp it.sq intense

that-to catch it hg stretches the possibilities of language to the last limit,
coining new expressions, filling the o0ld with new meanings, modifying syntax
by inversi¥on and by other forms of dislocation, compounding words, charging
nis lines with manifold ambiguity and suggestiveness, and so on. And doing all
this with a conciseness which Ahmed Ali quite aptly calls "explosive economy."
No wonder Ghalib's poetry is often obscure and difficdult. The poet himself
was keenly aware of the fact, taking pride in it as a sign of the uniqueness
and excellencg of his art: " .
5 L .

% heart is a temple.of fire

With secret mysteries;

But these,.alas, -

Do not* find expression in speech.

& ¢ -

Take the word which appears

In the poems and verses of Ghalib

To be a treasure N '

Full of the magic of meaning. _ .’

- »

- - . .
Ahmed Ali makes frequent comparisons between Urdu and Western, especially
" English, poetry, citing individual poets such as T. S. Eliot, Hopkins, Donne,
and Baudlaire or referring to the charactéristics of certain phases and
schools of English poetry side by’ side with those of “¥rdu. One does not have °

to accept these comparisons as éxact 'parallels to enjoy thém and to recognize

‘v
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Reading for example L. R, Gordon—Poloqskéya's "Ideology.6f Muslim Nation-

alisn" gives no indication of the apbiguity, if not vagueness, of the wholéd
political issue and even of t oet himself. One cdnnot be (and one needs °©

- yet to be) convinced that S4% Muﬁémmad had a conéié%ent politipal phil- y
osophy. Riffat Hassan, owever; in "The Development of Polftical Phil-

osophy," by far the most'ﬁfégﬁant article in tle Section, comes very close
(} gl
/

to the crux of the issue when he states:

-It, is true that Igbal canqot,be'b'pafiféd from politics, byt
__.—-" " this is so because politics cannot be isolated from human activity,
- Owing to Iqbal's great influence on the political histofy of

his country, it is ea%y enough to -think of him as a political
poet, sometimes even as @ politican. He was a political thinker,
-~~~ but-it is misleading to stress this too much, for it may. lead

N one to think that he was only, or even primarily, a political
e philosopher,9 N ¢

. Carrying this further;_if should be enough at this juncture to see Sir
‘ "Muhammad in the poet's role, blowing breath and 1if& into his ‘community -- .
'>as the inspirational force, yes, even of Pakistan which, however, does oy

N ’ . . 8 .
*sofnot even ffor a moment'make a hypothetical judgenient about what his wishes . .
regarding the actual sovereign state would have been, |, o

7 .

. ” ’
o, £ -

“The main %haractpfistic of the last three. sections (Philosophy,‘b’Islama‘.’c:’.,~ :
, | Mysticism”and Poetrx) seems to be the comparative; Igbal compared with -
Western and Eastern’ counterparts (more could have beert done with Rumi, ,
| justifiable, but was not). Nevertheless'we are able to get a view of -
khiidl, of revolution and’of Igbal's notion of life as creafive unfclding
. and activity. o S . .
) ‘Iqhal is a Sufi, but his uniqueness is that he,goesjgefond pégtheism Tf/,y///fﬁ//
beyond mere "intoxication" which becomes only "nilhilism." Higs—concern , .
is- g behind the veil not'just-to be lost in the universal mass—pf '
the Beloved, but to retiain personality (self-awareness) and Become °*
Co-warker, Helper of Lover, qual,;hgn was hot a,determihist,was . Alam
Khundmiri states, "History is not a mere unfolding of the statié& divine ‘
will, 1Its 'course is always.open,with unlimited possibilities)’ The Ffuture o
is not predetermined by ﬁhe past; it.is an’open challenge and can only
be met. by creative épirIEs."lo, I think though Hadl Hussain starts to ti
“the ends together and justify the title, Igbal: Poet-Phiquopheq of Pakistan,
in his essay "Conception of Poetry and the Poet': '

qQ

»

7

[}

-

- . . B
» His universe is that perfect poem yet to be written,; whicé God and™”
T man-aré writing in collaboration, as some of ‘the great epics of, , -
ancient times are written, but which will neVeq;be completed; for
it will continue to'grow ip the very process of being composed. V1l

Hussain sees the‘poet as a man of order, who puts life ‘into perspeative.

~  And"so the poet ahd Iqgbal in particu¥ar becomes for his fellows, .'"philos

"friend," "guide," !'leader," "teacher," "reformer"-and ™sa e', who,
’ ’ 5% ng 18 H
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FOOTNOTES

¢

Cambridge: Harvéfq University, 1968, p. v.

ioid., p. vii.

-

Allahabad: R. N. Lal, 1927. .

All these writérs'are very well known, except, perhaps; Edward Thompsoﬁ'
some of whose wbrks are: An Indian Day (1927), A.Farewell io India (1931),
s Letter From India (:932). . 4 . .

W
London. * ¢

v

Besides the work cited above, Islam and Russell have written Ghalib v
(Cambridge: Harvard University). Matthews and Shackle's A%.Angholagy of
<lassical Urdu Love Lyrics (London: - Oxford Priversity, 1972), Naims's
nadiy's Lighter Verses (Calcuttas Writer's orkshop), Aijaz, Ahmed®s . .
P Ghalib- (New York: Columbia HniverEIE?}\197l) and Sud's
-Flame; Aspects of Ghalib's Life and Works and Igbal and His
Sterling Publications, '1969) "are some
dmportant contributions to Urdu. scholarship in English.
m and Coppold have done some very commerrdable work in the Jpurnal of
; ) . ture (formerly Mahfil), especially. the Ghalib issue,
olume V, Nugber 3, 1968-69. Coppola's doctoral dissertation Urdu Poetry
1335-70:  -The Progkgasive Interlude (University of Chicago,. 1974) is also
-a work of major significance. ‘

Siree Mughal Poets, op. e¢it., p. xvi.
New York: Harcourt, Brace & Worid, Inc., 1952 (first published~l9%4),
pp. 105-106. . '

12.
13.

12.
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" the poet's son Javid- The essays are not reruns, but fresh, new articles

_the social usefulness of being a poet;, switches from Urdu to Persian .

- who were and are his observers cannot say’ they know him even noy =- he

* % REVIENS }' :

- / S -
HAFEEZ MALIK, ed., Igbal: *Poet-Philosopher of Pakistap, New. York:
Columbia University Press, legik #(iii + 441 pp., $12;50.
. ° . . ] ]

Igbal:' Pdet-Philosopher Of Paistan is the seventh volume in - /[
Columbia University's Studies in Oriental Culture series. Hafeez Malik
edits this anthology of essays, ‘result of an international Igbal symposium,
concerned wicth proyiding Western academe (particula;l American) with o '
S'authoritative! essays about The Péef and his role’in the movement towards

Pakistan. The symposium members are impressive dnclyding such Igbal

specialists as,B. A. Dar, Annmarié échimmel,Hadi Hussain, S. A, Vahid and

ey

to say you do not, curl up with this one--it is encyclopedic, all there e
(or almost), divided into five sections; biographic, politics, philosophy,
Islamic mysticism and poetry. ) )

which attempt an overview of Sir Muhammad's 1ife and thoughts. Needless ~ - -

. 3D R .
The weakest component, regrecfully, is thé Piographic. A TAaMework
for further development lite¥ in che anthology, it is—sha y- _Sir Muhammad!s
religious upbringing in Sialkot, his European experience where he questions )

B

and begins the .long marriage to the Moslem League having prewiously believed
in India's potengial to unify the geals of her two mgjor religious cOmmun%tie§
are related., We sée a man who works for a time as teacher, civil servant and
lawyer,; but who lived by his poetrv. We do get a glimpse in these intro-
ductory plecés of a charming, warm and gregarious man of pathos conce péd

with the reform and regeneration of Islam.- Byt the sketches are f gmentary,; .
there 1s no sense of the centinuity of the man. Sir Muhammad was a man of :
flux and of tension ("'personality,” "revolutiogV),_a man who grew every day, ,
was able to change his mind in his personal movement towvard self-definition
and perfection- Just as he did not-believe 4n the universe being a complegtd
act, he was in ‘his own life.alwaysbingchgﬁpiggg§§'of formulation. ",Thos

defies that knowledge and so his epitapl, his own, is apt:

When to leave earth, I gdtilered what
was mine, .
To have khown me through and through
was each man's claim;
But of this traveller none knew truly
yhat he : ' ( ! .
.'Spoke; or to whom he spoke, or whence ° <
. he came 1 - .

Even the son Javid is not more enliéhtening in these pieces. His "fond -
memories" 1include the fact that the father slept 98 his right side and
after his wife's death ceased to dye his hair. 0f course,*young Javid

vas only.fourteen at the time of his father's death; yet he does make
the statement that )




.o sUnder the le»dershiE of Quald— ~KAzam } Wuhamm@é
/ [ L ALi nnah, ,the Muslims; of Indi . star d mov1ng .

> A . in“the direeétion of carving out a separate usliq T,
omeland inm the sub-continent. This meant that ™
/////T/' the time for the realization of father's dream Y
was fast approachlng.2
If only he talked more of his father's dream! Unfortunately Jaxid Iqba»Jf‘\r
does not‘'get another opportunity, in this volume ‘at least, to peak further
- ) of his father and his 1deas. /~ - Y
- A
The complaint then is that thése sketches do mnot e dynaminism-
‘ oi Iqbals He has been through the text comparfmeé Zedy this man of -
R céntroversy who struggled w h his own battle, for sel 18
/J. " a map who can at one momen talk of Indian unlEy and /p3 ism; the next of.
-'%7 sBan-Islam, with heavy s rn for Western-style na glism.and the .very

“next’ moment of Indiap<Muslim nationalism without 1dg
“which wesfind is Qgt_glyaxs_to,be~eqﬁéted with cq
i poet w dse life unfolding is his-original poem.
- - andﬂx e_next vehementlyfaﬁtl—panthlest -~ a m3

ng his integrity,
.istency. Igbal was a

° * ‘a- soverelgn Vusl State on the subcontinent/&r ‘a¢poet who 1nspires the
mzhfﬂz in that d1rection without, possible #recognizing the logical conclusion?
~ The bio §raph1c pieces.give us a great mag§ answers but fails to ask new
,,,//<pn§’fions and worsg”is lacking in v1ta,::y'//The best are still Abdulla
I

- _Anwar Beg's THe

/1 Singh's The Ardent PzZarzm and S. A.
Vahld s TqbaZ

o

- S As we move lnﬁ the pollt fal sphE?é; the\gqestlo { become even more
;//// fundamental. Aftey his f1£§ sojourn in Europe I¢gbal returned to India .
, doubting the possibllities of a secular form of Indlan nationalism or. LTPe

- . of territorial unity, From this we will jump to the 1930s and the famous
Alrahgbad speech qugt/a so often aS the-blueprint foz a sovereign MuSlim
/;§§§te. Hafeez Malik acknow;edges that this is not\the place where Iqbai ~ B
7 suggests a bre ak-away., The speech deals with cultural unity and, at best,
L provincial tonomy for what later is to become West Pakistan (or ‘Pakistan), .
§ ;//, Malik conginues that ''In the interim Ll930—l934] Igbal provided the ideo- L
logical adership, spearheading the Muslims' demand for a separate Muslim
swo ? . state,'3 Malik supplies us with tyo letters from the Igbal-to-Jinnah corre
y Y Ypondenge, of 1936 -37, which are reég to conflrmgﬂqbal's authorship of Pakigtan.

Jinnah

/; Views in clear ahd unamb? Lguous [my italics a%ded] terms oq/the e

future~e£~Ju§;im India."4 But these letters read very much, like thg
hrow no light é the question: had he live , would-

‘ ed the Paklst idea? . In these cited lettgrs, Igbal

y ecure a ''Peaceful India", he also forecasts

pearance of comenﬁal riots and he does again ask for redis-

" nes of rac1a1, religlous and llngulstj:>//
. ot . R .. F ,

im province§ N

» "/ ‘

oo /

*

“f L is the only cours by whlch we caqﬁsec e a N . HQ‘ v
-~ . - . peaceful India and save Muslims. Why should not" .2
g o, 4 ) .4“ 4 * - .
., .. . SO A 3l /

v
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Aruitoxt provided by Eic:

’,aré? - ~ . //
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the Muslims of Northwest India and Bengél be con-
sidered as nations entitled fo self-determination
just_as other nations in India“and outside India

.

Ouestiorts arise, at least they should and one in particular shich is ~
all-encompassing: what did Sir Muhammad mean? We mus ree that the

are serious semantic difffeudties:  what is ¥ "nation" or b
""federation"? What are the frontiers of the concept ‘of self-determination?
What is meant by "country"? By India? Upon these "authorifative" essays
lies a burden (of proof), even one, possible, of a ‘fond edition!
Playing,deziL}s advocate, I might suggest for a’gta;x these questions:

1,

. ’ , B ) .
Why did-not Sir Muhammad consider Bengal -= séecif}cally -- before
1936 as being worthy Qﬁ/ﬁrovincial autonomy? *

. & . . L2

Did Sir ‘Muham forsee balkanization of th ubcontinenty, .,
R » N - f.w T

: ¢ o . ,
¥hy do not Igbal scholarg ard/or E. T,  Th6mpson put to rest, in a
scholarly way, the controversy of E, J Thompson's statemenf in
mlisn India in Freedor: . o o

i . - .

) -
In the Observer I 6nge“said t éiTwsupporEed the Pakistan-
plan. 1Igbal ‘was a friepd, and he “set my misconception right,-
After qpeaking“gf-his own despondency at the chaos he saw coming
'on my vast undisciplined and starving land' . . . he went on' to
say, that he thought the Pakistan plan would be disastrous to the
British government, disastrous.to the Hindu community, disastrous
to the Moslem community. 'But I am President of the Moslem League
and therefore it is my duty to support it.'7”

»
“ 2

. € o ©
-And fifally, explaifi Igbal's elaboration of his 1930 speech in'the

Log/bn Times article of 12 October 1931: :
. . , L ‘
May I tell Dr. [E, J.] Thompson that . : . I do not put forward

a 'demand' for a Mo$lem state outside the British Empire, but
only a guess at the possible outcome in the dim future of the
highty forces now shapimg the destiny of the Indian subcontinent.
No Indian Moslem with any pretence to sanity contemplates a
Moslem state or series of states in the Northwest India outside ,
the British Commonwealth of Nations as practical politics , ., ., I
am all for a redistribution of India into provinces with effectiive
majorities of pne communjty or épother lines advocated both
by Nehru afd the Simon,Reports . Indeed, my sSuggestion regarding
Moslem‘provinces merely carri€s forwvard this idea. A series of
~con;§ﬁéed and ggll,organ12£§,ﬂoslem provinces‘on the North-west /.
~ {'Fr6ﬁtier of India would be the bul ark of India{'and of the
'/Aﬁrigi§h Empire against,the hungry/ generations of the Asiatic
highlands.8 4 / ) . i

-

.
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e philosopher.9 .

s

alism" gives no indication of the ambiguity, if not vagueness, of the whole

Reading for example L, R, Gordon~Polongkaya's "Ideologéyéf Muslim Nation-

political issue and even éé{ﬁh&/ﬁEgt himself, Oqg 9éhnot be (and one needs
yet to be) convinced that S4¥ Muhammad had a consistent political phil- ’
osophy. Riffat Hassan, h6wev§£)fin "The Development of ‘Polftical Phil-
osophy," by far the most pfégnant article in/}hé Section, gomes very close
to the crux of the issue when he states: ) // | .
- \ .. ;
‘It is true that Iqgbal cannot be,%epaféfed from politics, but
this is so because politics cannot be isolated from human activity,

\ - Qwing to Iqbal's great influence on the political histofy of .
5 his country, it is eaby enough to think of him as a political

poet, sometimes even as a politican. He was a political thinker,
e [] 3 3 (] $
but- it is misleading to stress this too much, for it may. lead
N one to think that he was only, or even primarily, a political

. Carrying this further; it should be enough at this juncture to(see Sir
"Muhammad in the poet's role, blowing breath and 1ifé& into his community --

as the inspirational force, yes, evedn of Pak}stan which, however, does .
‘:hot even for a moment'make a hypothetical judgement about what his wishes . .
regarding the gctual sovereign state would have been, o U

-
'S

'The main characteristic of the last three. sections (Philosophy,wlslamfd. T
. Mysticism™ and Poetry) seems to be the comparative; Igbal compared with -
\Westerd and Eastern counterparts (more could have beent done with Rumi, ,
justifiable, but was pot). Nevertheless“we are able to get a view of -
“hud7, of revolution gnd ‘of Iqbal's notion of life as creafive unfclding
and activity. . , L ‘

L]
1

< . . /
- , i
-

Igbal is a Sufi, but his uniqueness is that he goes: beyond pantheism _-—
beyond mere "intoxication" which becomes only "nilhilism." His—concern
is gd"We behind the veil not just to be lost in the universal mass—¢f
the Beloved, but to retain personality (self-awareness) and Become °
Co~worker, Helper of Lover. Iqhal,thn was not a,de;ermihist, as-S. Alam
Khundmiri states, "History is not a mere unfolding of the stati¢ divine
will, 1Its‘'course is always.open_ with unlimited'possipiIities{’ The future
is not predetermined by the past; it is an’ open challenge and can only
be met. by creative spirf¢s,"10 1 think though Hadl Hussain starts to tieg, .
"the ends together and justify the title, Ighal: Poet-PhiZ%Opher: of Pakistan,
in his essay "Conception of Poetry and the Poet':
. - e , :
His universe is that perfect poem yet. to be written, which God and”
man-aré writing in collaboration, as some of the great epics of L -
T~ "ancient times are written, but which will never be completed; for )
it will continue to'grow ip the very process of being composed, . fl%,
Hussain sees the poet as a manm of order, who puts life into perspeative.
And‘so the poet ahd Iqbal in particuYar becomes for his fellows, "philosgbher," =,
"f?iend," "guide," l'leader," "teacher," "refgrmer” and ' “sage', who Y .

A K

. ' , .
a’ A ¢ ~
‘w l- .
‘l ’ e



Ve

,- . . hear qgre‘and continue to learn Tore abhut¢him.. / . g
’ . T, . ' ) 14 i,«“ o " * : ' N [} [ ‘/
- ‘ S . e 2 * Lot ) N%pcy C.”Fitch
v -Sangamon’ State University ¢ . ' . o7

V‘,// Igbal saw no .life- in meréiy,imi%ating natufe,égithrough love© (ishq),

PR 1955), P /

/
: e: // o v
B
A . . » ,

: p L |
+ « » stirs up new impulses in thefsgcfé;y, placés high ideals before
« -it, and inspires it with the will to sfrive for ‘their achievement, .

When the social organism’ loses its zest for life, he pours his

. own life's blood into its veins. When.its outlook beconfes warped,.

it values fade, its energies flag, ézd no hope of its progress through _
peaceful- evolution remains, he breathes thqiwind of revolution )

in ity He gives it a,new'élho§, a new set of values, a new phi-
J losophy of %;ﬁeﬂlzh' ¢ : :

-

. sel'f-awareness, he urged all-mankind to aspirg‘pbwards the better. For
-theﬁmth%}: no longer would their members gtand in their 6wé’dust,‘for
Westerners dnd Easterners alike Sir Muhamnad left a valuable lesson,

This arEist, this mystic, had a sense of purpose and perceived that he

. had a trust as an artist to mold'and-wqu with moyal values that lead -

‘o right action. C e . T . - T ./’“’,,7;77
‘Hafeez Malik's anthology is a WGrthwﬁ —éﬂpéejécfjéﬂd one which- should
be read with the understandifif, however, that Igbal still -2ludes us and /
¢ -is gtfllQa{éhallenge to us if we scan accept that premise, I hope we will

. .
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, Columbia University Press, 1971), p, 63, [ .
- 3. - IBiA, p. 90, g - :
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o RALP# RUSSELL AND hHURSHIDUﬁ
.o . ' \Voluwhe I: Life and Lottews,
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LAY, ‘trans,, and eds., GhaZzb 1797-2869
agmbridge; Harvard-University Pressr 1969,

¢
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. 1 L] .v =
The genre‘of "Llfe an Lettexs becomes more often thati not «a dreary | ,
f sn1ppets here) excerpts there, whhgh somehow "are supposed % '
‘at.the very "least it amo e:;Lto another listing under’™ -~ .

°
£y
7
-
*

rel vl the’prima ion.of a blbliography t in sp ite of, the ju bling C.
c ., tagether o co arts of letters and pefms, the team of + ‘Russei
< .and Islam,-wiy Three‘”bgnql Toets (Cambridge: Harvard’ Un1v sity °
. ' P ess 1970), have anof ‘er firsﬁ-rate book with their first waume of B
.. C g above the” tedium of the genre, has been ahiow d to. =
come thrOugh ‘the lettekrs along W1th rather pleasant impges of Ghalib's -
) :itlng box, 1nkwell /nd homemade gens. ¥he ed1torsatell us that’this .
. s not g work for sc| Tars partlcularly, but: meant for a’more gemeral P
5 - . dlence and in’ Eha sptrit it 1s paxteof the . growing UNESCO }ndian Trdns-
; LT '; ation Serles, comm ndable venture which 1ntroduces Indian’litexaturg and‘-
s Tt litepati to‘thos ot already‘acqualnted w1th them In partlcqlar, the aim” .
o " ‘.. |of Russell anc?nIsla oduce thenoa-Ghalib’ scholar to this Maghuyl = -

-, v _ poet and corres ¢ ent Whose fame and very;ex1stence seem tog\e -in hisx
s . letters | : > -

* S - .. * e * . .
- o~ " ° ' - . . . ’ hd
N - ;o . A . , » ‘

-

4 M N ~
e / . Ghalib has left beh1nd a numeroas’ correspondence, ghough not ‘as much | ™
)< e as the editors ight ‘haye wished- - They eport that they ran info dnttumerable «
; gaps,' yet, "th ¥y have been abl2 to select a. particu@ar‘ roup of .cqrrespondents Lo
_ . who were in -contact with Ghalil throughout is ljfe;. these sexve <o supply
i 1 us w1th‘a pic ure of ,the ¢hliracter and ‘person lity of a man. The letters e
. ., are not grouped together by correspondents, nor.are théy divided by cubJect
’ '.. '( matter, which would have been more manageable for\those not’ previously -
R . acquainted yith the perlod or the poet. Instead t Ietters-ére done
. oo Apronologl lly.- A whole world ,opens up for ;he reade
. / fid
) R

where the\pen .o
writing box hold court over personal, social and political affgd:s in

A

»

ot the “India jof the, nineteent Rtary. It }s fasc1nat1ﬁg W n Ghalib ‘speaks .
A " of cutting his own pé&ns ang—;gklng h1s own envelopes and to ﬁaEEh\h;m chetk - .
: . is box"to see who'ha$ ‘and has not*jyritten or "spoken" to him i\bely ’
is sometimes shaﬁen threugh, i.e”, when we seenGhalyb afraid N
o write what he is thinking because of the possibility’of .gove entsurve11- g
during theé aftermath of the Weerut uprising, or when e’ runs out of
oOF pogpage stamps.ox. .paper. for, envelopes. We notice'the ‘gap wheqn a*-
4 pondent dies. The writing of letters~was an important.means of
ication Between people: it told" Ghalih and his friepdg of .each oth
of . ex1stence, it was a vehicle for llterary critic1ém, a gazette.of -

ST the/tlmes and” the people living -in them and, for the future, a record oﬂ’ o
_the hou%hts of a manh and his_period o . e

i Co. 7 Wirza Asadullah Khan "Ghal@b' was born *in Agra but lived and wrote,’ o
i ‘ ag, he put, it,’ -if} "exile" in Delhi, Ve live_#ith hing througf.the renalssante
) ' . /,.the 11terary and cultural life of Delhi only to see also the datk days -
Foo pf thé *last gasp of the Mogﬁul Lm\ire, when the Jpretengions of the Woghul
. court "and aristociacy, of which Ghalib-was a part, are under by 4 neéw-.
and mightier eﬁpire of Victoria., Ihe world,agfund him - chang
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DEBEN BHATTACHARYA, trans. amd ed., love Songs OF Ghandidas: The Poet-"
Friest o7 Bengal. London: George Allew & Unwip{ 1967,, ..PR., 40s.

<

» The Mirror OY the Sky: Songs” of the Bauls from

tive thought and r1t1ng\of India. -.° - s

Bengal. Llondon: George Allen & Unwin, 1969, 120 pp., 25s.

The people of Bengal have always remained outside the mainstream of
Hinduism. They have always .developed schisms in the Vaisnavite and Saivite
movements of the Hipdu religion. As a result of §ri Chaitanya's popilar
Vaisnav renalssance movement in the sixteenth century, the Vaisnavites were
made to come down from their pristine pedestal to the dust of cQmmon, every-
day life. It was strange that this popularization of the movement spellad
a brilliant resurgence in Bengali literature, and particularly its lyric *
poetry. Mr. Deben Bhattacharya has clearly made this point by his render-
ing of the Tove tongs of Chandidas. When Chandidas equateg his God with
%is lover, he no only removes the so-called mystique of God, but also makes
Him or Her one of us, whether He be Krishna or She be Radhay Thus the
- popularization of the Vaisnav theme réstated in a much.more simply and
easily understandable language the old Upanlshadlc utteragce "I am He."

Here lies the genius of Chandlaes. - .

Mr. Bhrattacharya in hié translations of padavali collectlpns maintains
a painstapéng Iitéralness which at times interferes h the fluent'T&rlc;sm R
of the original. However, w& understand the prgbieaytﬁat Mr. Bhattacharyé
faces: he is trying to repopularize the popular songs of Bengal's spft earth
for the macadamized surface of London and Mew York, a horrendous task!* -
That he has’ succeeded even sllghtIy speaks Qf his capacity as a literary
1nterpreter and trandlator. . . -

[ Y R N . “e A
0 . ‘ §

~

As a translator Mr. Bhattacharya has succeeded far better in his second
attempt with Bzul songs of Bengal. The. translations bring-out the simple
sincerity of: the songs. This reviewer, who,llved in Birbhum for yeajls and
had ‘the opportunity,to ‘listen to the Bauls, was moved *o fig® many of his
favorite singers and songs listed by the translator The short sketth of
the hlstory ‘of the Baul cuit is an §§bellent,overall account that would:
facilitate the réaders! undetrstandings of these songs. 1It‘'is a fact of lifex
that we shall aLways cherish and admire thlS band of Baul singers who, by

their conviction, remain steadfast to thelr\gylt’of music, ‘their feelings of ™~
nearness to the Eternal, and their insigtence on Oneness 1n¢! land that. has

been torn apart again and:again by differences of rellglon, language ahd

bellefs . o L e \uj

Y . e

We can be sure that these £wo effonts on the part of Mr. Bhattacth2
to make avail Zle to the English-speaking publle the living lyrics of
Bqual s popula t Vaisnavite and Baul dylts will do' away with the cobwevs

of mystery that still clutter the otxdinary Wesfern mind regardvng the crea-s

>
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reada le ‘the plot is sefvioeablef and thd characters, ough lack 1g in \
depth, rry~the plot aléng. - Peculiarly, hywever, d€spite 1ts,settin and’
themes; the novel telIs us little about Indi-

Even'tn ¢sense of physical immediacy~which gives New Delhi its special
flavor and style'isemissing. There ar® descrlpt onsBF parties at the
Intetcontinental suites at the I»-er1a%——and—ef—%uytens‘-archItEttural

1eyements on.the old King'gAfay. Yet the intimate details which contribute

o e c1ty s distlnctive -¢a11t1es, and are espeedally appIec1ated by the
) ¢« 7 ) Jelni~alla, remaif vapid and weak. Ms. Sahgal dezf?iBES\an\aEa?tment in .
. - ~olonv as,  ~_ - ) : )

-
v N

S " The'flat was all right as flats went s - - neat and. compact Arith T
" wrough#<irdm balconies di olaiing potted planEs\and wire kets of

' 7 flowers. S rents were \a little.cheaper than st

e hoﬁ51ng developme ts in, belhl ,z“f - {p. 33)

,_ghe market in Defence

Defence Colony Market ¢j
across a‘miniature'). klet enﬁi ¥n wrought iron. At this- ~hour it |

was closed . , ~shop fronts ‘and the
was swept- spg,

-

. o . i
~ .

& @ Without tH€ comgfast of stray cows, - whining hyenas, colorful .saris,and . f
- ; ’.ragged chgkidardy Ind1a has become, somehow, homogenlzed ‘That 1s aiso true
fdr the su stange oL Hs Sahgal’s novel. ) . < o

\ . ~ . . N -
N . v . . N
" ¢

R The hekginey Simrit, is’ an autobiographical refiection of Ms. Sahgal \\ -
; o T« % v the daughte of ladame ViJayalakshmi Pandft- Like the aythor, Simrit is
i R g d1vorced és rom a. family which values scholarship, commigment and *
.

- personal in? egti ; and-writes for a 11v1ng Her perCeptions shape the novel
—- + - 7 and her s1tuatibn orovides the plot a . - .

. % ‘ K e ° - ) e

" e Loy AS a’'newly tng--endent woman,rrecentiv divorced.from an enterpris1ng

! oS Punjabi buisnessmam»- d responsible for her children; Simrit’ nust make het .

ﬁ‘ o o own way She is: pres téd as”the vietim of circumstances, symbolized In a a+  °

| - ' " divorte.'settlerent wha compels her to pay from her own meager income, the
heavy taxes on her chil'fyen’ s, stocks and bonds ﬁ;ger theSe burdens,

N w Simrit must parsue her se rch for new self-definit ¥'To Ms. _Sahgal. the-

B i djan, or Hindu Op the one hand, T
SN S T et S
\x\ . . The only thing you could™get witheut hitEh ‘was a divorte .

v . You'd think there would be ome sensevoé propoxtion about it and that

.t

. AN ©  the break-up of ‘a family wou 3:) be a little hardex to acgomplish Sk [N
8 P Bdt no,” you could get a d1vorc . by mutual’consents at the drop of a hat - °, "
_‘ ¢ \\\\\\ The' Hindu Qodé Bil1 _had Jumped 70 thousand, years:of‘tradiflon to confer
) . ‘that parﬁiculﬁr twentieth-centur less1ng (pp- 4-5) . e '\W/
N the\othe{ hand,,age-pld perbep¢1ons aDwyt’ women's‘pr;:§\§Qc1a1~behav1or e
N ) h?ve still to be overcome in India: ,  ~ . .. " ot e

- " o e » P
~ ' o . ot . 4 » [
. ‘ - ~ .




S . - .. )
Moolchand [Smirit's ex~husband' lawyé?i/I;:ked sad and immoveable, . ‘
* A cool -customer,.he must think ::}}\¥i§2 all the figures at her finger-. . -
///S C tips. Simrit, matter-of-fact in her xiety to display no emotion,
K . knew it vas the wxong approach. . Moolchand might have reacted berter
o if she had broken down and wept, plealdqd her plight, not displayed
L .this contyol and competence. She was sor thing outside his -experience,
’ - .a woman who exerciseq her minqa (p- 39) o :

’
<

e "Pg}haps‘it is only a difference of degree, but many indeépendent women in_ .
’ ' the West would insist ir situations ‘were similar! Nor is Simef drawn
with enough nuance chiaracter to. lend her situation a deeper pérsgral -

. meaningfulness; as/she dfiftsaout of marr{age, sex and child-bearing,
* . Nem"the reader.is néver sure of Mo many children she has, just that tHere
are many =-- her §i§£ggpents might only be those produced by early middle-.
age- ) ™~ L 2\ : ’ . *
. ) ‘ , s .- ) - . .
* The wider signficance of plot for Thndia emerges from the people who -t
inhabit New .Delhi's political circles .First. there is Raj; Simrit's friend, -

lover and eventual new husband;: who stirs her to action ¥n protest against
the unfair divorce settlement.

< Raj is Christian, the'son of an old-
fashioned; upright ¢ivilservant, and sits 1in the Lok ,Sabha as an independent.
desires to move India.out of hér Hindu-induced torpor, much as he has R

P
/e

. S . ded' Simrit<out of her passivity:
R . . K - ) . . ‘2
5 . o ; what a self<satisifiz:d collecrion of'peoples Not a seeker among
r . ) I suppose it's because.the Hindus have such a fully developed
. ¥O\_ _assurdnce that everything will &lvays be as it-was; forever and eyer .
a - hey will assimilate] everything they, encoudte“'_nd reproduce a
, - it as ffshoot of themselves. So nothing is eithér*a danger or a . ~
challenge: ve € sun; mooh and stars-are- nder analygis today -?, ‘

E‘erything:i \eaL@t Hinduism. (p. M N “@})
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« o t to Raj. éumep Singh‘hs tHe prestige of an inherited r
. .t zgmndart to win election to-pskliament and~an early.appointment to a .
\ - . juniof'mini§tership in the posf<Nehru cabinet’. “For him, 'politics, as well
B ,

~ as_sex, 1s a means to overco
. ; L :

Ris\sense of personi inadequacy. -To acquire

W . power, he would trade.away India's nakional freédop for~economic and nilitary
. o J'depengence.%n the Sovié%\phion, Sumer” Singh would allow Russia to.develop ', "
‘ . " all.of India's major oil résources. His superior at the minis ofpetroleum, -

the dying séc;etary, Sardar Saﬁib,(whb fought independence, al
a " Gandhi and Nehru, would feject sych’an’ Of fer, A ma
< - integrity, he,is g lone/voice in the. nev Indian governm t.

and thZ ifidependent op osition,in parliament let y Raj are

the nev brand of Indién politician, e . \
.o . " But what of solutions? Ms. Sahé%} bffers_few, He;\aﬁproaéh is too o '
cerebral and, curiously, she writes from the fringes of I ian, politics. -~ | -«

~'In Ms. Sahgal'‘s view of things, parliament is*snot an iqstifﬁ?fEﬁ; so much . '
.+ as a-symbol: * . . ‘ -

with®




* 9,
This was a place of’ businegs, enacééd among men and women who weré
not .all Parliamentarians by conviction or temperament. Some were-
openly committed tq overthraw, Parliament and the Constitution by fair
weans or foul. . . . I.wonder, [Raj] thought with_a rush of affection

%y

for this buildiﬁg.and‘the contradictions it housed\ if there is another -

Jparliament sIiie so like ours, quite so much.up agadnst the possibility
or 1ts own demise, quite -so‘aspiring in the face of SO many problems.
This was and could not -be anything but an Indian assembly —- a hicrocosm
of-&1l the growth and decay, the -hope and despair of India -~ its brave
moderﬁ§£y>along_with its gross old supersitions: (p. 150).

-
- . R N

The realities which gndérlie this complexity as well as itsJIndianpess
. . are never revealed to the reader, The activities which connect parliament

I and parliamentarians to. the Indian populace-.and affect the quality of Indian

-

et
another in the Lok Sabha: .hoy do cabinet members and M, P.'s come to agree-
féents, compromise their differences, and enact\the laws that will apply

e v

life go unmentionéd: actounts of what ¥, P.'s must ‘do to’' win seats; satisfy
" constituents and gain support. are lacking,

of  politits are a campaign debt inzurred by Raj and Sumer Singh's disddinful
attitude toward the electorate. : ' .

A)

“s, Sahgal alsofails to make clearghow parliamentarians deal with” one

-

I3

. to the diverse populations: of the subcontinent? We learn liftle of this world

.
. e
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K. NAIK, Mqu‘Raj Anand. .Londen, .New Delhi: ‘Arpold Heinemann India,, 1?73

. - In Mqu 0. A
L :'bresenteg;a(w’oughtful'critique of Anand’s ‘novels and short storids® The 5«

‘ 'prganizé i6n of the.study;~ largely bat not rigiély chfbnological;«suppor;s '

Pority ‘with which Préfessor Naik propounds his thesis, and his detgiled.
diScussions of the major novels and short storieswsare set both within thé -
larger framework of the entire cahon ,of ;Anand's fiction. and against qhg,
backdrop of Indiag writing in E?ishn CL e o : '
- .
s

.

"- Interestingly enough, it

“ her character inhabit. Instead, the author offersféniy-vague thoughts about
future probabilitfes: ; ‘ . )

’
s

’

. ' . W . . '5'- . ’
How B;{éionately we hold on to Iddia's special -destiny, [Raj] thought,

~‘\Lh9§e of ug who believe in it; t¢ a future that must .arise out of her:® -
. ‘owil past and ‘o other, préserving all her own essence. . . . The nev’
. leadership‘would ‘thrust up from othér occupations gnd it would fepend‘
on what people in field and. workshop .and classrom dnd behind their .
. managerial desks believed in: Indians needed no new political star,rto
fpllow. They needed faith in’ themselves. For most of t em it-could
" still come through the 'way.of life called religion. (pp., 156, 195)
- = ! L. R
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.unahdg Professor M. Ko Naik of Karnatak Undversity has
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'Prgfessor,Na&k'é very thesis in this study
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, The only allusions to this aspect—,
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which is simutaneously the bodok’'s major strength and major weakness. That
thesis ~- the confrontation of tradition and modernity in Anahd's work --
and the suct¢ess or failure of Anand in meeting its challenge unifies Professor
Naik's discussion. And it permits him, often endvugh, to pirpoint some 0f Anand's
most striking artistic achievements, on the one hand, and some of his weaknesses
on the other. -Professor Naik comments, for example, that Anand is at his )
best '"when he is exposing the limitations of the decayed Indian tradition
- . and championing the‘caqse of modernism . ., . and when, in doing so, hé-maintains
his balance” (pp. 23-24) and "when'he lays his finger unerringly on both the
strength and weakness of .traditipn, -~ . .". (p. 150) And, he continues;
. Anand's work suffers most from a tendencf‘to fit the fiction to.the theor?,
. - to over-dramatize, and to sefntimentaldze. Professor Naik's reading of Awmand's
fiction allews him to focus upon those works he considers to be Anand's -best --
. books Buch as Unccucnadle, Aeross.the Black Naters, The Big Heart, and .
. The 23 Yoman and the Cos, According to Professor Naik, the main reason why
- .. these books represeni §0. major an achievgmént is that they epitomize that
ndice andimicely féltngalapce between- the past and the present, between the
old and cthe new, : . : : . T

.- N . . .
. - It is precisely here, however, that hid study is limited., He judges
\ the merit ofp§§>nd's novels and stories itoo laréély according ‘to how well
and fully thew<fit his pwn tﬁésgs. Thus, for example, Professor Naik is let
to dismiss Private Life of an Prince as being too schizophrenic- and lepsided
a novel to 25 taken with much, seriousness when, in fact, it ig'ene oﬁ Anand's
most sophisticated and interesting novels, In a similar fashion, Professor
Naik's view of what the modern Indian novelist writing in English should take
as his mfey concern leads him to over-rate T''o Leaves and a Bud. The fact
o + is that, though Anand is'concerned with many themes =~ the confrdntation
. of cultures and confrontation:of fradition. and modernity among them --
+his main and consistent fotus is on character, 6n "the whole .man,' whether g
a coolie or a British.colonel, Seen in this light, Anahd's best works are so
.. because 'his character’s 1ive and not because they comprige the meeting grodndS
or the confronpatgon.of the old and-the new. , Thus, Ganga“is more a metaphore
ﬂh&; a fully realized character, while Vicky is an excellently-drawn;vif mel- ‘
ancyoly, creation of am over-refined sensibility caught in the turmoils and .
contradictions of his own pature and‘9ﬁ~the»world he, inhabits, Because Anand
- takes the whole man“as his creative province, his artisticlgchieGement.shguld Y
not be judged primaril¥-on.the manner or thoroughness with  which he trear.s’A
. any one theme, but rather on the skill with which he Jpresents* his dynamic
vision of man, embodied in individaal characters. . :‘ . . .
‘ c 71 N / ‘ Nl .
‘ . In spite of this bias.on Professor Naik's part’, however, .ulk Raj
- * dnand is a golid work of writicism of ‘the kifd that will.have value both . .
for the §cholar and for the general reader of Anand's‘f;ctibn. N ’
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DEBEN BHATTACHARYA, trans. ard ed., Zove Songs Of handidas: The Poer-
Friest of Bengal. London: George Allew & Unwrp, 1967,, -.pp., 40s.

«

, The Mirror oY the Sky: Songs’ of the Bauls from

‘tive thought and r1t1ng\of India. «.’ . @

3¢ngal. Llondon: George Allen & Unwin, 1969, 120 pp., 25s.

The people of Bengal have always remained outside the mainstream of
Hinduism. They have always.developed schisms in the Vaisnavite and Saivite
movements of the Hipdu religion. As a result of 8ri Chaitanya's popilar
Vaisnav renaissance movement in the sixteenth century, the Vaisnavites were
made to come down from their pristine pedestal to the dust of cQmmon, every-
day life. It was strange that this popularization of the movement spelled
a brilliant resurgence in Bengali literature, &nd particularly its lyric *
" poetry. Mr. Deben Bhattacharya has clearly made this point by his render-
ing of the Tove tongs of Chandidas. When Chandidas equateg his God with
ﬁls lover, he not only removes the so-called mystique of God, but also makes
Him or Her one of us, whether He be Krishna or She be Radhay Thus the |,

- popularization of the Vaisnav theme rdstated in a much . more simply and
easily understandable language the old Upanishadic utte ce "I am He."
Here lies the genlus of Chandlaas - c.

Mr. Bhattacharya in his translations of padavali collectlons malntalns
a painstapéng literalness which at times 1nterf§;;s/ykﬁh the fluent‘T?rlc;sm S
of the original. However, w& understand the prob¥em that Mr. Bhattacharya
Jfaces: he is trying to repopularize the popular songs of Bengal's spft earth
“for the ma¢adamized surface of London and New York, a horrendous task!®

That he has’ succeeded even sllghtIy speaks Qf his capacity as a literary

interpreter’ and tran§lator. . . - . -

. . ~ ¥ ’«"- 4 . -
DR

As a translator Mr. Bhattacharya has succeeded far better in his second’
attempt with Baul songs of Bengal. The. translatlons br1ng out the simple
sincerity of the songs. 'This reviewer, whoxllved in Birbhum for yeajis gnd
had ‘the opportunity,to‘listen to the Bauis was moved “to fig® many of his
favorite singers and songs listed by,the translator. The short sketth of
the h1story ‘of the Baul cuit is an"é%cellent overall account that would-
facilitate the réaders! undetstandings of these songs. It is a fact of lifey\
that we shall a}ways cherish and admire th1s band of Baul slngers who, by
their conv1ct10n, remain steadfast to thelr\gult”of music, ‘their feelings of T

nearness to the Eternal, and their insigtence on Oneness in# land that. has
been torn apart again and-again by dlfferences of rellglon, language ahd ‘
bellefs . o . . \.j

e Y
.

We can be Zure that these two effonts on the part of Mr. Bhattach
to make awalla\le to the English~speaking publle the living lyrlcs of
Bengal ] popular Vaisnavite and Baul,dylts will do" away with the cobwevs

of mystery that still clutter the ordinary Wesfern mind regard*ng the crea-s

[
-
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BADXMANI AMMA, Tndryf Poerms. Trans. by the poet Madras: V. Abdulla, Orient
Longmans Ltd., 1970, 60 pp. Rs 17.50. - *

4 ’
. '

- a -

Even tipOugh translated by Rabindranath Tagote himself, it has been said .
that his distinctively Bengali JFitanjali songs are seriously impaired by
their refidering into English., . i\

: {

¢

éred even more severely
riginal Malayalam. With

Tfirty Poems by Balamani Amma must have §
.in théir transformation into English from the
the excggtion of one long poem, these, too, Kere translated by their author.
In the English versfons many.of the poems Have a weak, thin tone that
certainly would not have warranted the cgveted Sahitya Adademi Award, which
N ) Balamani received in 1966. Also, the phemes are too repetitiously confined#®
to the expected feminine role. Perhaps the poet, in this her first publica-
tion 1in English, was inflh&qged by 4 false assumption as toswhat the
English-reading public would expect of a "lady poetess"; or -- as I heard
one Bengali scholar remark abour Tagore's trahslations of his own work —-
perhaps Balamani's command of English 1s inadequate to the demands of her
own cgmposition. - @‘ \* ’

The reading of this slim volume, ﬁhen, is overshadowed by the constant
desire to be able to approach its thirty poems through the rhythm and“music.
of the mother tongue. Malayalam is a Dravidiaﬁ language of extreme south-

- western India. It expresses an ancient and rich culture with power and
beauty. The reader of this collection longs for similar adequacy in- the-
English versions. " e

’ ” ' / . : . - -

Balamapi Amma Nalapat, born 1n Kerala in 1909, comes from a family . -
of scholafs and writers. Since her early years were spent with her ‘uncle,
‘the poet Nalapat Narayanngenon, we,recognize his~inspiration in her fchoite
of ppetry as her writing vehicle. Certainly, he shquld be largely e
credited with her turning to writing at an early age. But, it is the

. famqus Malayalam Qg:;Ejallothol (Narayana Menon Vallothol, 1878-1958) whom

Balamani Amma acknoWgkdges as heg major influence. -

. -]

y Krishna Chqitanyal speaks of- Vallothol's finding "his self-fulfillment

in profound hwwga-hongds" and giving expression to this in his verse? Thi (/
.may be said a??B“'f“ﬁgiamani, a majority of whose poe in this collection “
.turn to thgmeé’;?efamily life, eépe51ally of mother a:S child: ."A Mother's
Heart," "Tears," "Sorrow," "Grandmoth%r,"u"ToxMy Diughter."” Balamani's
interest in home and family is also evident in the titles of several of her ’

. major collections such as'dmma (Mother), 1933, her second book, but, the
first to attract a wide public, and Muthassi (Grandmother) which brought

.. her the Sahitya-ARademi Award in }zgng'However, it seems to me that the

poet's finest expression —-- at leadt in these English renditions -- is
found in those’poems that go beyond the personal scene to these that reach
‘ “to the roots of Hindu culture. . . / "

Py -
-

”Mahabali;" in which the.poet'responds»in ersonal ecstasy to the,
annual vLs%t to earth of the rulér of the*uﬁﬂgiworld, is one of the

.’, o .", ) 186 . . .’. .




4 sStropgest poems among the thirty. Sureness of touch and
e rhythm are ‘sustained throughout. Although.it might be

the piece 'derivative,"
" echo through the lines._

rong
fair-to term .
nevertheless the voice.of Tag e Seems to'

S o O moment supreme! ' .
. a It lights up my soul}igke the flame of a’ votive lamp.
My eyes aré set close andfclear thereQn and other things
L. i fade and fail. T -

This-indeed seems most prec10us of all that I -have earned in ; ' :

" ., - a dong and abundant life. e ‘

This mornming, amidst the lights of sacrificial f1res the
immanent one reveals himself to me.

To me, he who rules.over heaven, ‘earth and hades conmes,

. . . ' asking for my world as alms. .

All that is mine I shall now. place in the outstretched hands
ofGod. ]

Be kind to measure, and take, O-berd of Karma, the three realms
I have won by dint of éffort: .

o
- BN

. . . . . . . e DAY RS . . LY .

) - . Vothlng is asked here, noth1ng is taken, or hoarded. .
o ’ 'Only ipeéssant-sacrifice is here.
. G - . . « e CRY » .« e . LY . . . * 3

) - 111” one thlng I feel it hard to part w1th
. . - The intense joy-of serving others.
g - But you command’'me to forego even that and find Peace.
Then O Lord, take my offering
All the waters in my pitcher should reacl - i '
e, Your palms.,. QOnly the blind try to restrain_the flow. « . .

, Again, though thef/metaphor of the p1tcher is an appropriate and
common one in the iInd an.settlng, the final- Llnes above bring to mind ig
a .freedom song by Tagore., . - L L
’ Now, come woman, carrying your vessel of sacred water . . .
Come, ngble women with  your vessel of’ sacned water . . , 5 '
*  Come, suffering wpman bring yoUr br;mmlng Jar of regembrance.

"At Banaras," another compos1t10n with strength and purposeful ) :

* expression, also arises from religious devotion. Metaphors are especiall'

felicitous, and the- binding of a noble past to the clamoring present i » v
%aptly expressed. . . R ‘ S S, T
] . v . N . s N
/.. ) . -|T LT _!, . -*a. * .
4 - P ST et . o
. Modern bu1ldings seg;s of learning, bummlng\stneets -
° « . All fdded away. | ot [ P v e - <
. - T Past ages have left thelr footprlnts IR T REIIE T : ’
= \ . . . . v LT~ "
o _ Qn the banks of the Gangar,‘ U A N T <
. ﬂhe ancient city stood .near: o ; Lo e - et
‘ "7 Holdinyg. Ganga in heraatms S ' el
oo , R (0 Goddess, are not th ghats your arms out&ttetched’) T
. ‘!(. - . e ,‘t. - ‘g‘ ‘i N 4 ,)
o v n ., \_’\/1 LS wre Y ova ‘ ’ . '.‘ -
o 4 '\~ . "‘A;. . .' . . . " . .t - v -
i ~ - L v
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s ( The water flows | _ . . , {///

Offering nectar 6 the dying souls;

The burning.pyres glow on the sandy shore,

N - And pilgrims hasten to the temple. . . . B ’
'In this(égfning ghat, all the sias turn to ashes ', said ’

- - — --the p¥ ‘e _

\

Through his incantarie i . -— ]
I heard of the origin and the en of the wortd,—

. "0f the sins of doing’ar}d of the sins of not doing, \\
Of merit and of” the might of purified souls. . '

) I return, the hem of my sari trailing
- Through the filthy lanes. - . . 7
. Yet look back at the river ‘
) * That washes our dirt and ashes avay. . L
— <. . N—

1] ™ v
_ Only the final, unnecessargMine ("And its calls come to ma/"j/weakens . 5
the total powerful i preSsion of time and tradition.

Sinilarlyg™vother Goddess" and ""The World Mother" achieve ,effective
verbalizat iff of .gehuine spiritual experience. In fact, a basically -
traditigi#a] Hindu attitude permeates all the verse in-this collection, -
fromz#fe ‘opening "Benediction" (1930), which hymns the joy of a mother's .

» fi#5t-born~-- e

P _ . o v e

s

3

The first cry of the child was a ‘Santra' - - -

Sanctifying_their love. ' o
It was the music from the flute
. Of Krishna, embcdied Bliss eternal.
prai

o ) ~ =-to the closing ''The Story of the Axe" (1966) .

""The Sgoiy of the Axe" portrays a repentant Rarasurama sitting
atop Mahendra Mountain3 contemplating,past and present as he looks '
’ * . down on Kerala, the land he created from the agony of .his annihilation s .
~ "of the Kshathriya clan in revenge for their killing of his Brahmine 1 .
\ "father. This séventeen-part poem of more tRan 280 lines was translated by
N. K. Seshan on commission of the Department of Education, Gove nt ;'q -
“2°f India. With the exceptiop of several awkward inversioqs”a happy -
choices,of English terms, the translation has a sureness of toue
° . and.éippetic sinew too often lacking in~Balaman%'s translations,

A3

A * & 'The opening’lines throbywith the poet's’ love,of her native s
N oY Malabar-Goast: SR , s -, . ‘
. PO B - - - . -
<« as 4 . L . . . . v ® . ou
the tranquil, silent mount Mehendra, . . v
6oking far away. N )
ds’, lights and soungs, * | . -
*Lourse through my-feet'into the Earthn: - - S
Bélow my eternal “seat, snavy Ffoam-f\id s o -
. Churged“by ocean.waves, flash' ahd fade. L
. e "8 [N (3N " N ’ .
o . o) i 3 : . .
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. (&kg - Humanity develgqped, gets inflated * . e
' ©’ i

Bepbath-the blue, I ‘
ke a green plantain-leaf, spread ut. for a feast,

There lies a'land, which I watch from where I sit - *:
The embodiment of my poyer,
Of will’, gf action and ‘of know edge;

3

« The dream of a Sage's son. *°

. There the newly harvested addy( nd:the blossoms
Waft their scent;

There nature now holds a festival;

There the children twang their toy-bows
' And thé women dance.

Later verses come through with a special overload of meaning w
. we thinkoof the poem"s impact on the school children of India,
‘that emphasize the need for unity: - co —
- \ - * :

,/ N A, 7 SN -

May heaven and earth be united in that d
And all that is beést in the Brahmin and
Mingle in harmony. e

w

1

¥

shathriya races,

and for humanity, emphasizeq in the final:lines:

;
‘.\Q<

¢ -~
-
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-
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y ~ .
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. ] . s ) . . . s . N -
This consolation I have [Parasurama uses)] - //i//
« .

This land adorns itself, these people revel, ¢
v Not for me; - ) "

s

. . -But, for Mahabali, who found trength in humility
that pressed him down. .~ °

And saw the Lord in the fo

N

In conclusion, sodethingjﬁfgﬁgrbe said further about the Angli-
cization of the poems Balamani offers in her maiden volupte in Englis
Most of the frequently unfortunate lines that seriousiy/may thecy
can be laid to a limited understanding of English idiom. As a
what is intended to/be moving borders too ofiten_on §pe ludic

For example: ‘ . .
. " ; Fiqgé;:/that have to écyibble the first Joh of

‘. Q\feif-sacrifice on mother's bosom. "

-

vy

.- And-bursts itseldf. ("Life") - ] ok - .

_____ £

3 M@"

The dried up..t€rs are more potent, «‘Q;Z ¢
Than the #ripping onﬁgy//r("Tears") A ,
., i & - o

. e -

4 - ¢ -
Do your' eyes, “riveted on mg.wrinkled face,. .
Strive to-shove away, clods of senility, R

. To see the love oozing inside? - e ’

Ao
. ‘e
* a . . [3

For the fipples of mqphligh?:that\dan( along her eyes,
. + As you embrace, - ' .
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And for the nectar dripping’f}bm her thrilled boson
~» As your lips touch it? . ("Grandmother") - . o

: @ .
In this dew-wet courtyard, -reading your poems ,///ﬂ .
I wonder, did your spi}Lt'which causes life to flower - )
Hurt you more ' than “the body which grew in me like a blossom.
These cocoons” you-formed to'put to sleep ) ) '
The worms gnawing at_your cbre, burst open.
And wings, rising fluttering and jostling,
Swarm my mind. i :
“* Your power of turning worms into butterflies
. Conmforts me, (”Te,ﬁy Daughter')

S~

..

~

Archaisms in choice of words=-"The-breath doth grow thin"--and in nipe-
[Leenth-century '"poetic'" inversions--in & tear drop see the wise ones /
thé/gi;d of desire that became the Earth.' "What strange illusion’s /

-~ Make man divide his heritage / Into fragments womthless?" "?heir :
" childrén were no more there.' "Long did I wander in Bharath . o I
did come across, every now and then, my kinsmen." Such ineptnesses
cry out for workipg over by a competent craftsman in English, pre-
‘ferable an English-language poet\.\- @ °

- AY
v

It is my hope that Balamani Amm may turn Thirty Pqéms——or other.
of her works--over to an English or A gﬁican.ﬁuh&%@hé&‘%ith permission
seientious editing for English ;eadersigb that we may apﬁreéiate
to the full the talent thag moved hertcountryls;official‘literary
academy to extend to her its most respect. qeb@gﬁit;on, There is enough
that shines through to fake the nch—MaléyaIémfxéadgr_ask;for more, .
more gracefully “done. . o iw /" ﬁryug
. ) . 2oy 74 IR Y -
s s E o e e L2
T, _Dorothy Blair Shimer °
University of Hawaii . / . . AN . ‘
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“, « L 4 giteoly of Mafayalam Literature, New Delhi: Orient-Longmans Ltd., 1971.
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“SbUF—DAS, ?&éforales. VTfaduction;de la langue tbraj avec introd%ct’oﬁ,
nafes et glossdiré de Charlotte Vaudeville. - Paris:. Gallimard, 1971,
P ‘ ) a -

r

THis mo%% recent of Charlotte/ Vaudeville's works is a y@lcéﬁwi"

é\smal} but growifg body of translations from the medieval

addifNon to ¢

L
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Ve%nacular léteratures of India. Conceived on the same model a& her
earlier volume of Kabir translations (Au Cabaret de l'4Amour. Paris:
Galilﬁard> 1959), it provides an excellent introduction.to.the greatest
poet of the North India Krlshna bhakti tradition. It should.be. of .
valde both to the-'general reader interested in sampling. another c1a551c
and to the heginning student of medieval Hindi literature, for whom

it can be a first &tep into the poetic world of Surdas.\

. e <

. 'This world is one which until recently lias been little. known. outside
India: Tulsidas and Kabir attracted early Western translators and have
continued to be studied, tranglated and commented apon in.English and
‘other Western languages; but the works of Surdas have. remained virtually
untouched. .The only predecessors to Vaudeville's book.are an obscure
and highly inaccessible dissertation written in Germany in .the 1930%s
(Janardan Misra. The Religious Poetry of Surdas. Patna, 1935) and a
more recent unpublished volume of translations designed for language
teachlng at the University of Chicago (S.![. Pandey and N.H. Zide.

The Poerms .of Surdas. University of Chicago, 1963). Reasons for this’
neglect of one of the great poets of India are not hard to find. To -
the basically Protestant outlook of the early Indologlsts and the
British scholar-administrators %the Krishna cult was basically repugnant,’
and thus its devotional™literature not worth being’ studied seriously.
Later on this same negative valuation of the Krishna tradition would
become one of the hallmarks of the so-called Hindu Renaissance, a cer-
tain emharrassment at the figure of Krishna precluding much enthusiastic
translation of Krishna poetry’ by Indians themselves. Finally, it should
be pointed out that the poetry of Surdas, though sung even today in all
parts of India, has been closely associated with the sectarian Vallabha
movement, and thus never had as universal an appeal as that of Kabir
or Tulsidas. Vaudeville's aim in'the Pastorales is to -rescue Surdas
,from this temporary obscurity forced upon him by history and make him
_available to the French“speaking, reader in a symapthetic light. This she
does prlmarily by lettlng the poems speak for thémselves. .
The book contains an introduction, translation of.176 padas from
che Sur-sagar, a "short but handy glossary, and a reference.table ’
v dabling the reader to £ind the originals in the two~volume Nagari
,//fgraCQgrinl Sabha edition of the Str-sagar. The introduction is a model !
of clarity and succinctness. In a series of compact;essays.Vaudeville
provides an overview of the historical period, the "century.of Akbar"
which sat" the rapid spread of Krishna phgkss and its Braj. literature
throughout the northern half of India; discusses the contribution of the two
.great "sixteenth-century preachers of the Krishna movement, Chaitanya
and Vallabha; presents and passes judgement on the efisting sources
for the life of Surdas; and describés the nature and contents of the
Sﬁr—s&gar. The general reader Will find all this quite informative,
and may 'be helped to achieve a sympathetit understanding of the Krishna
bhakti phenomenon by the analogies to elements of medieval European
culture and Christian :ivotional religion which are implicit in much

. of what is said. For efample Chaitanya and Vallabha are characterized as
"dpostles of the Krish

ite faith "' and the wandering Vaishnava sadhiic
are describedas agentle "army'of holy men ' an expression which brings tg
. " Y \




mind the mendicant orders of medieval :Christendom. Again, the 171gs
of Krishna which are celebrated in song and around which the devotional
religion revolves are perceived as copstituting a “geste" ~- i.e." *
a romange or heroic legend cycle -- akin atwleast functionglly, it is
implied, to the famous "gestes" of medieval Europe, while the waddi
of kadha and Kri§hna performed during the r3s~771& is secen s )
iz the sense in which the Mass is & "mystery"-- a sacramepfal “#
emﬁodying a secret religious truthk. The Bhakta-mal@is hasy/
as the "Golden Legend" of North Indian Vaishnavism, while B¢4j
by the Krishnaite poets and court patronage to the status™sf ead ing
literary language of North India, is descr@bed in Suniti Kumayr. €Chatterji's
words as the "royal language" -, the closest approximation to a 'King's
English' éver to develop during the Mughal period. Findlly, the title"

.of the book itself evokes the 'pastoral’ genre bf medieval European ~

poetry -- an analogy which may obscure the‘hasifally religious mbtivation

'of Sur's poetry, but lps suggest wgzzg;n/its charm lies. How valid

all these analogig really are may questioned, but they are only

meant to be suggestivé. Thqﬂpwé?gil effec¢t of this analogizing.is to )

predispose the reader{-- particularly the European reader -- to approaching
. the poetry with gfesttain degree of empat@;/ ‘Can more be asked?

» >

Of interest to the specialist will be the extent to which VaudeviIle's
interpretation of thel rise of Krishpa bhakti, the triumph of Braj and the
historical figure of {Surdas differé from that of most modern Hindi
scholars, Where there -is a tendenty to see the sixteenth-century Krishna
ba%t7 phéfiomenon in North India as a militant ressurgence of Hinduisﬂ?
against agressive Islam, or perhaps as an escape from/;he vid¥ssitudes

| of the age, Vaudeville .stresses the role of the sufis/in helping prepare :
‘the ground for the bhgkti message and points out that the sixteenth-century
was in fact .an'age of unprecedented Muslim tolerance. Where the rapid
development of Bzaj as a literary language tends to be seen as a reaction

. . agakast the impositiopy of foreign Persiam culture by the Muslim rulers,
Vaudeville emphasizes € extent to which the. Mughals vere enthusiastic had

P patrons of Braj literatuyre. Finally, on the question of the 'historica]l
Surdas,' Vaudeville disagrees fundamentally with the most prominent
Hindi s¢holars who have written about Surdas (Ramchandra Shukla, .

+ Prabhudayal Mittal, Vrajeshvar Varma, among others). These gcholars

accept as basically true the tnaditional account found in the hagiographic
literature of the Vallabha sect: Surdas was blind from birth; he .
became a s3diii at a young age; until he met Vallabha he sang only they
yinaya type of devotidnal hymn associated with nod¥séctar;anbhaktiy
Vallabha made him a disciple and instructed 'him in the 1Zlds &f Krishna;
the rest of his life was spent in composing songs for the daily round of
worship at the Vallabha temple’ of 'Shri Nathji. . The Surdas mentioned in
the Muslim sources as a-poet at the court ofg%kbar cannot have been

L

N

the same man. Vaudeville on the other hand es the sectarian account

as a late fabrication designed to hide a fairly'gonbigcing case for a.

very different life history: Surdas was the‘'sofn of a famous singer

at Akbar's court; he received his musical .and poetic training in that

brilliant setting and became himselfza‘fburt siﬁger; an ardent devotee —

of Krishna, he used=his-talent te—compése songs about Krishna's 1Z73c; » o
— l;;rd4ulfhks>6raxége, blind and weary of the pomp of the court, he retired . .
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€
-

&
')




) 4 - )
’ -
. . . . R &'
.

F -t 198 =

to the banks of the Yamuna and sang ‘out his heart in vinaya hymns.
The whole controversy has serious implications for the way in which the
TTTTTT Sur-sdgar is studied and for a future critical edition of the text.
‘ . 1t is unfortunate that Vaudeville has not spelled out these implications,
- and has in fact omitted all discussion of two extremely pertinent aspects
of Sur's poetry: its virtuosity in terms. of metre, alliteration,
simile and other poetic devices prized by the tradition of courtly poetry,

and the place it occupies in the ritual cycle of the Vallabha sect temples,

The heart of Vgudeville's:book, the translated padas, is divided
into two sections: the "Pastorales' proper are-poems of the various 77.2as
of Krishna as a child and young cowherd, and the 'Priéres'-(praxers) are
Sur's vingya songs -- hymns of praise, contrite prayers and supplications,
exhortations to devotion., The 'Pastorales' section has been constructed
with a view to presenting the basic outline of the Krishna story, from his
arrival in Gokul as an infant to his departure for Mathura and its after-
math. However not all the important episodes have been included. Instead,
there is a concentration on the themes most important from the point of
view of bhakti: Krishna's childhood, the call of the flute, the magic night
. of the ras-1ila, the pangs of separation felt by the gopis after Krishna's
departure, Completely absent from the selection of padas are the adventures
with the various demons, the lifting of Mount Govardhan, the dan-171la, -
(Krishna's stealing of the gopZls clothes) and the man-171& (Radha’s displeasure
at Krishna's infidelity), The omission of these last two is quite surprising
in light of Vaudeville's stated opinion that Surdas was a court poet, for
they are precisely the themes which are underplayed in the bhakti traditdon
but emphasized in the courtly tradtion of Krishna lore,

. - Surdas has always been most famous for his songs about Krishna's

. childhood -~ little «vignettes which convey at once the atmosphere of
humble village life, the delight and wonder of a child's world, the ten-
derness of parental love, and the deeper truth auput the real nature of
this particular child. Vaudeville's choice of childhood padas 'very
effectively acquaints the reader <itth Sur's rich and sensitive treatment
of this theme. One of the most deljightful poems is that in which little
Krishna complains to his mother that his topknot is not growing in spite
of 311 the-milk she makes him drink "Maiya kabahin badhaigl coti"/No., 11/):

»

» L)
x Maman, quand done pousseront mes cheveux?

“ " Tu me dothes tant de lait 3 boire —-
et ils restent toujours courts!: 3
Tu m'avais dit que ma tresse 3 moi serait bientst e .
longue et épaisse comme celle de Balram,
Et qu'a forcegge peigner, et de natter’dt de baigner,

. - < ° ®e tresse da'moi trainerait 3 terre comme un gros serpent noir!
. C'est que tu ne me donnes que du.lait cru, encore et toujours
) au lieu de pain ‘et de beurre!,
N Sour-Das, Ahl. bénis soient les deux fréres, -
: ’

Toae ‘ Harl et Haldhar! .

.

o : Maman, quand Jonc pousseront mes cheveux?

o
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{Mother, when is my hair going to grow?

You give me so much milk to drink' --
but it's still short!

You told me my topknot would soon be )
long and thick like Balram's,

And that combing, braiding and washing it
would make "it drag on the grqund like a big black snake!

All you give me is ¥resh milk all the time
instead of bread and butter!

. Surdas, blessed be the two brothers,

Hari and Haldhar?! * .

P4

. Mother, when is my hair going to grow?)

The choice of murall songs is also quite effective, conveying as it
does the whole range of emotions which the flute arouses in the hearts
of the gopls -- restlegsness, longing, jealousy,"sSpite -~ and bringing
out the dramatic elemegt which is present in Sur's treatment of this

A quoi bon vous mettre en colére
et pourquoi m'injuriez-vous?
Vous vilipendez ma caste et ma lingfee,
mais moi je suis d'accord.sur tout!
Ce que vous diteé, moi je le dis aussi:
c'est bien du bois qu'il m'a prise . . .
‘Non, ce n'est pas a cause de me§ bonnes actions
* _que Shy3m m'a posée sur ses ldvres'
Sour-Das, c'est le Seigmeur qui m'a fait grace:
est~ce que cela vous étonne?

O femmes du Braj, ecoutez-moi wn peu!

10 women of Braj, listen to me a while!
What's the use of getting angry !

and why do you insult me? .
You malign my caste and my lineage,

but I agree with all that!
What you say, I say it too: A

he did take me from the woods . . .
It isn't because of my good deeds

that Shyam placed me on his lips!
Surdag, the Lord was gracious to me«

does that surprise you?

0 women of Braj, listen to me a whilé!)

1

N
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When it comes to tke theme of the ras-IlZla, Vauderville is somewhat
hampered in her cholce of songs by the need to bring out the narrative
sequence of that eventful night -- the irresistible call of the flute,
the gopzs running out to the forest, the frenzied dance, the "water-sports,"
Krishna's temporary temporary disappearance, and finally the secret
wedding of Radha and Krishna. As ac‘result the sensuous ecstasy of the
ras-lila as portrayed by Sur elsewhere comes across only in a few of the
selections. As to the theme of separation, Vaudeville has done well to
include relatively few of the more traditional viraha songs and to give
prominence instead to the new "bee-song" genre created by Surdas: more
dramatic because of the confrontation between Uddhav's doctrines and the
depth of feeling of the pining gopis, the bhramar-gits are also one of the
few instances to be found anywhere of devotional literature which is
genuinely humorous.: Witness for instance the songs where Uddhav is madé
out to be a peddlar of unwanted ideas,

Avec un plein chargement de livres de philosophie,
tel un Banjéré avec sa caravane . . . ., /No. 108/

(With a full load of phllosophy books,
like a BanJara with his caravan . . . .)

~-- ideas which no one is interested ﬂgwbuying:

Voici qu'on commence 2 rire au Braj:
ton '"Yoga", cache-le vite! '

Tu vas de-ci et de-13 pour faire voir ‘ton ”Atmén Brahman ,
celui qui est cache dans tous les’ Qorps.

Tu te proménes avec ton Quallfie -non-qualifié" sous lé bras:
~mais personne n'en veut! . . /No. 109/ 3

(Now people are starting to laugh in Braj: \
go hide your 'Yoga' quickly!

You go here and there to show your 'Atman-Brahman,' ‘
the one which is hidden in all bodies. v

You walk around with your anlified-non—qualifed' under your arm:
but no ‘one wants it! . . .) S

N \

- The "Pastorales" section makes very lively reading. THe streamlined
narrative framework, the emphasis on dramatic situations/, and the fact that
all the poems chosen are short ones ensuyes that the reader's attention
will not flag. This in unfortunately not the case with the "Priéres"
section. Though Vaudeville has included in it some of the best loved
of Sur's songs ("Carana-kamala bandau Hari rai"/No. 129/, "Hamare prabhu,
auguna cita na dharau'/No. 160/, "Aba maif nacyau baHuta Gupala'/No. 151/),
the general effect is one of monotony. It would hardly be fair however
to blame this on Vaudeville's selection of songs: it‘is rather the
vinaya genre itself which is responsible. Whereas the poems describing
Krishna's 7Zlas can be enjoyed at a certain level apart from any participa-
tion in the devotional or even the musical experience, the vinaya somngs really
need to be actively performed or listened to in-order to be ‘appreciated.
There can be few more dull experiences than trying to read a hymnbook from
cover to cover: This brings up the problem which all translators pada lang-

»
]
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, .uages inevitably come up against: the basic inadequacy of mere verbal

- translation when one is dealing with a(genre in which music and text are
*so closely allied as to be inseparable.

Leaving aside the question of the limitations of the purely verbal
idiom, we ‘may end with a few comments on the quality of Vaudeville's
translations. Her chief aim is to be faithful to the original and yet
easily comprehensible to a non-specialist French~speaking public. As
a result,-and by her own admission, she has occasiopally taken liberties
with expression for the sake of greater clarity (e.g., in No. 106, "quel
sont les jeux qu'il aime" for "kihin rasa men abhilasi"), but the departures
are on the whole quite minimal and usually justifiable. Vaudeville has
no pretensions of being a poet and does not claim to have created good
French poetry or to have reproduced any of the poetic effects of the |
originals. There are however certain virtues to her translations beyond
those of accuracy and clarity. To begin with, she succeeds to a consider-
able extent in preserving the overall structure of the original poems. |
Her gﬁrasing follows closely the divisions of the poetic line, reproducing
‘the original caesurae and units of meaning. For example,

!
i
Amara~udharana, asura-samharana, antarajami tribhuvanarai !
. ! ]
is rendered: |
3
|
|
i

Pour le salut des dieux, pour la destruction des démons,
Lui qui demeure dans tous les coeurs, le Seigneur de
~1'univers! /No. 1/

(For the salvation of the gods, for Ehe\gfstruction of the
~ demons , ™
He who dwells in all ?earts, thé Lord of the universe!),
7

Another very simple device which helps preserve the structure is that of
having the tgeka printed in italics at both ends of each song so as to make
it visually stand out as the refrain that it is ~- somethihg no oOther
translator of padas seems to have thought of.

A second feature which'helps make the translations sucgessful is

that excess use of Indian words has been avoided. Vaudev{lle has tried
as far as possible to convey the meaning of distinctiv y India ltural
terms by means of reasonably close French equivalents, re aq;ng the
original words to footnotes, where their esoteric character is less apt
to disturb the general reader. Thus pasani is rendered as "sevrage"
(weaning), saligram as "le dieu de la famille" (the family god), Amarpur
as "sejour d'éternité" (eternal abode), and so on. . \

- Finally, Vaudeville has an undeniable gift for the well~turned phrase
and the "mot juste", which gives her language an uncommon’ sharpness
and vividness. For the French-speaking person, lines such as

Le Seigneur au teint bleuté, eatre deux belles au teint clair:
On dirait une émeraude sertie dans un pillier d'or. /No. 60/

‘verge on being memorable. If all scholarég;éégnéiatidns of Indian literature
were as readable as Vaudeville's Pastoral ere might cease to be calls
for abandoning the whole enterprise in favors of "transcreation."

University of California, Berkeley ]-E),, Karine Schomer
O
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BARBARA STOLER MILLER, trans. and ed., Phantasies of a Love-Thief:
The Caurapaficadika Attributed to Bilhang. New York: Columbia

g University Press, 1971, wvii + 233 pp.’ $%}.OO. . .
. Barbara Miller's™ latest essay at bringing Sanskrit poetry up-to-date ’
S translation and text of the amorous lyric Cawrapaficasika succeeds in the .

unique way we have already become accustomed to: sensitivity in text
, preparation, felicity in translation, and awareness of literary valu
joined in a creative 'synthesis which has become Ms, Miller's standard
service to Indian letters, -

a

The present volume, an elaboration of the author's diégertation,
addresses the complex text problem with judiciousness. Sharing only.five
verses, the two text traditions are treated as, in effect, separate works;
the critical apparatus aims only "to discover the most conservative elements
in the manuscript traditions and to restore the least corrupt forms of each
recension on the basis of the manugcript material available," (Introduction,
B- 6). So we have really a §grakal, not a paficadikA; the reader should be .

. aware that he is getting 100 for the price of fifty, ’ .

<

”
| ~. -

o

Ms. Miller's method is the lecgio diffieilior, but used with circum-
spection, for there has been much conflation among the Ms sources, if not
ourtight "inflation," that is, recreation by later poet-scholars, The
interesting application of the method here 1is in the classification of
manuscripts themselves, where stylistic independence (p. 138) is taken as
sufficient cause of "conservatism," even where that method identifies
obscurities which are resolved in other and more numerous manuscripts. Given
the peculiar academic biasses in the medieval Indi ) xged tradition,

N it is not always that tbe~gg§§ difficult versiongsShould b® taken as more

\ original than the simpier. holar-poets may bé just as.eager to show °

"~ their erudition, as they are ubject to the inewitable urée to clarify.
Nevertheless, the emphasis oq/style does permit ¥ Miller to advance
an engaging theory of “regi®tn of origin" (Maharastra«Gudérat) where
conservative manuscripts abound, and thus to account for the two text-
recensions and 2heir variety of readings by text-migrations to North and
South India. Doubtless, a similiar model would serve in unravelling many
text-histories from the medieval period, a period whdse relative recentness

casts at least the shadow of authenticity on historical reconstruction and
attribution. .

- -

¢ ) ! e S
In suppo}t of this text-model are also two appendicés, cubling from .
Bilhana's other works and the R&jatara@ginz as much as can be YVearned of
Bilhaéa's wanderings, and reproducingwthe illuminations of -thg oldest °
. 'conservative" manuscript (p. 125), itseif clearly in Rajasthani style
‘n(Gujerat?), ! )

. FEAR ST
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The translations themselves are unpratentious, but their gentleness N
is a far from unassuming foil, cleverly emphasizing the imagery of the
original text, letting it emerge without unnecessary help:

N \
2 - .
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W\\\ become ih the translations instruments of poetic license:

-
L

Lo “

. Y Even now,. L

N X © if I suddenly capture her face in my m1nd )
¢ : 1 see eyes outshining brilliant stars,

- : love s pale glow
. I heightened by a light touch of sandalwood 011 j
o soft cheeks streaked with curving lines oédnusk

x

P

The granslation is both elegant and accurate, but eschews any pretense

. at coping with ‘the récherché alliterations (taralatarataruksam) or the
complex internal syntax (acprstacandbnarasahztapandukantz as neuter

~ baghuvrihi qualifying asyam) of the Sanskrit. A more "faithful" stylistic
version would Have found oblivion among the dusty tones of overly
responsible scholarship.c The accuracy of image deserves more forceful
comment. In a way the terseness of the Sanskrit bahuvrihti aims by a very

. different route at just the contrastive starkness of image that emerges from

g Ms. Miller's understated, almost descriptive lines, ‘where even the

’ artificial regularltles of scansion are used to diffuse, then refocus
8 " “attention: "love's pale glow heightened by a (light) touch of sandal(wood)

‘ 011" -- which is one compound, leading to the beautifully precise coda:
"soft cheeks streaked with'curving 1inds of musk" -- whose scansional
regularity is reinforced by alliterations of velars (in the Sanskrit!)

v and sibilants (not ). . “

-
¢

Nothing more need to be said about these translations. Without seeming
o to tzz/éfﬁ§)ma£§\3£ many modern "transcreators' of Sanskrit verse), Ms.
Millef has give poems which do not need their originals to be appre-
ciated; and at the same time the originals are, if anything, made worthy of
respect in the result. Such is the reality of transcreation.

The literary values which infuse these poems are integral in the
translations. Seeing the genre clearly, that of love in Separatlon -
with subsidiary fantasies (phantasies) of love in union —-- Ms. Mlller
‘tries to convey the artificial standards of the foreign style in the
universal descriptions appropriate to the subject itself. If the Ifidian
theoreticians are right, love needs no other support thah its evocation
in studied language to become for us also an esthetic ewent. The emphasis
on mood, well maintained in ‘these translations, gives a key to transcending
the cultural one-sidedness of the poetry. Possibly, Ms. Miller has chosen

. the easiest genre (herqiranslatlons of niti and vatragya in Bhartrhari do
not come throughias well); but I think she has even here turned its
disadvantages to advantage, as where cultural anomalies or peculiarities

LI

) + ¢ + I remember my love's -face
’ colored with shining saffroa~powder

. . . . . e ¢« . « . . /. . e . b . . I
A a moon disc %} _ 4 '
K released by the demon eclipse. (N -10, p. 21)

«

Even these stylized iméges are taken for what they may have been in
. . the distant origins of Sanskrit poetry: powerful signs,of the mysterious
Q\~ ! impersonal harmonies égfﬁﬁr etures. Thus, the exotic 1s tamed. -
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The book itself is a beautiful example of the printer's art exempt
from most of the diacritical vagaries which reviewers love: One could
‘suggest emegdations2 or quarrel with the appropriateness of certain
renderings,” but even in disagreeing, I am obliged to recognize the
purpose and principle of the author; she has established hey right to
have her way. {

My chief regret is that Ms. Miller's efforts in t e‘EEFvice of the
Sanskrit lyricy by their brilliance, may cause other% to give up in
despair. And I wonder if she can transTate everything for us?

! s \ |

S ¢

T . - o Edwin Gerow

The University of Chicago
{

el

FOOTNOTES -
’

1. Cf. Bhartrhari, Satakatrayam, trans. Barbara Stoller Miller (New York:
Columbia University Prass, 1967). -

-

"itva, unguote!"

2. Why jiveti, N 11 (p. 21)? She said (or did not say) "ﬂva,'(not',
3. Murchati, -"sharply strikes," N 34 (pp. 36-37); excellent i English,
.but probably closer to “arrests (my mind)." ,
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